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PREFACE

TO

THE FIRST EDITION.

Thts Course of Lectures stands in the same relation to that

which" I delivered at the Royal Institution in 1861 , as a topo-

graphical map to a geographical. I have here treated a portion

of a subject which there I had only been enabled to treat

generally, with some attention to detail, and with comparative

completeness. I say " comparative \

3i because no one can be

more fully alive to his " sins of omission" in the present instance

than I am. The horizon of the historical student is for ever en-

larging ; and every fresh fact, work, or person that comes upon

it, introduces him to others of whose importance—sometimes

of whose existence—he had no previous conception.

In one respect at least this Course will be more valuable, and

of greater interest, than my former one,—in being accompanied

by so many, and such beautiful, musical illustrations. These,

for the most part, consist of pieces never before printed in this

country, some of which indeed had existed heretofore only in

manuscript. The majority will certainly be new to all but the

most enterprising of musical antiquaries.

It is possible that the praises I have bestowed on many of
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these pieces will seem excessive, to those who make their first

acquaintance with them through the eye. Addressed as they

were, on the delivery of my lectures, to the ear, the very reverse

was assuredly the case. And, on this account, I have a large

debt of gratitude to acknowledge.

For their assistance in the vocal illustrations, I have to thank

Miss Banks, Miss Martin, Miss Palmer, Mr. Wilbye Cooper,

and Mr. Lewis Thomas ; for the various parts they took in the

concerted instrumental pieces, my acknowledgments are like-

wise due to Messrs. Alfred Nicholson, Watson, Zerbini, Webb,

S. Webb, Severn, and Edward Howell; as also to Mr. Henry

Deacon and Mr. Lindsay Sloper, for their presentations of the

several pianoforte—or rather, harpsichord—solos. Nor ought

I to leave unmentioned many most kind offers of assistance I

received—among them one from Madame Sainton-Dolby—of

which limited time and other circumstances prevented my

availing myself.

Those who were present when the agency of these able and

willing artists caused the long ic slumbering strains/' only

recorded in the following pages, to " wake into voice/' were not

slow in expressing their admiration of the result of it. This

admiration will of necessity have been increased by the

consideration that the majority of the pieces performed were

of a kind, and in a style, to which contemporary performers

are somewhat unaccustomed. English musicians are, however,

distinguished for their versatility ; none are called upon, even

in their ordinary practice, to deal with so great a variety of

music. If the artists of other countries often excel in this or
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that speciality, those of our own are, as a rule, wider in their

range,—quicker, because more frequent readers of new works,

and superior in general musical accomplishment.

I have indicated, as the necessity or occasion for doing so

presented itself, the sources of much of the information con-

tained in the following pages, and named the works from which

most of the musical excerpts have been made. For the adapta-

tion (mostly from the German) of English words I am generally

responsible ; the exceptions being those of Handel's " Passion,"

the English text of which—a labour of love undertaken for

the German Handel Society—is by Mr. Russell Martineau,

and the " Passions- Musik" of Bach, Miss H. F. H. Johnston's

translation of which is likely to prove inseparable from the

notes with which it is associated in Professor Sterndale

Bennett's admirable edition. To the author of the former,

and the proprietor of the latter, work, Mr. Lamborn Cock,

I am indebted for permission to make free use of both.

T have only to express a hope that the publication of this

volume may do something to promote catholicity of taste

among my musical contemporaries, artist or amateur; in-

ducing them to avail themselves more freely of the inheritance

their predecessors haVe bequeathed to them—an inheritance

with the richness and variety of which the majority of them

would appear to be but imperfectly acquainted.

J. H.

May, 1865.





PREFACE

TO

THE SECOND EDITION.

I avatl myself of the opportunity afforded by the publication

of this new edition to correct or supplement a passage which

still stands (in p. 73) as it did in the first, in reference to one

of the most interesting composers of the Transition Period,

Pergolesi. Evidence which there is no reason to distrust has

recently been found, to the effect that Pergolesi was born in

1710, and that he died in 1736, at the very early age, there-

fore, not of thirty-two, but of twenty-six.

J. H.

March, 1876.
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ITALY.
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LECTURE L

ITALY.

In a former Course of Lectures, delivered in this place, I gave

a rapid and of necessity very incomplete account of the History

of Modern Music from its earliest appreciable beginnings to the

present time. I then divided modern musical history into four

" Periods." To the beginning of the first of these I did not pretend

to assign a date, but I considered it to have ended about the

year 1400. My second period included the fifteenth and six-

teenth centuries ; my third the century and a half from about

the year 1601 to the year 1750 ; and my fourth extended from

about 1751 to the present time. As you will easily believe, I

have had frequent occasion to review this division; I have

found no reason for disturbing it. Actually, no doubt the

periods of modern musical history are but two ; for the word

period, sometimes applied to epochs in which mere changes of

style—superficial and obvious variations of form—in an art

have been made, should, I think, be limited exclusively to

successions, whether of centuries or of years, during whicl

certain ascertained principles prevailed in the theory of that art

and certain strongly marked peculiarities—expressions ana

results of this theory—showed themselves in the practice of

it. In my first course I explained at some length what the

principles and peculiarities which severally characterized the

musical theory and practice of the second and of the fourth

periods were. I cannot of course do this again now; and I

must content myself with following the well known example of

a late eminent physician, by advising those who want further

b 2



Ancient and Modern Tonality.

information on this subject to " read my book." Let it suffice

for the present that the great difference, obvious surely to the

least cultivated ear, between the music of the fifteenth and

sixteenth centuries and that of our own time—between the music

of the Old Masters and that of our immediate predecessors and

contemporaries—results from the former having had views of

the nature of a "scale" or keywhich were verydifferent from ours.

From this cause it is that a number of effects, which to them

were possibly pleasing, certainly tolerable, are, to those whose

tastes have been formed exclusively on contemporary music,

unpleasing, if not intolerable ; and that, vice versa, combinations

which the old theorists one and all forbade, and which only the

most audacious of their immediate successors hesitatingly and

tentatively ventured upon, are now matters of every-day

-experience, and have even become essential—nay, indispensable

—means of musical expression.

It is, I know, hard to believe, for instance, that the "perfect

cadence" or discord of the dominant seventh and its resolu-

tion, with which everybody is now so familiar, which concludes

ninety-nine pieces of modern music out of every hundred, and

which presents itself so frequently^-often too frequently—in

every composition, long or short, grave or gay, which comes

under a modern hearer's notice /—it is hard to believe, I say,

,
that this effect was once not only unfamiliar,

s-gj—

t

_gj strange, and startling, but that there was a

i ffj

9" time when all the theorists in Europe combined

el _eL:_ their voices into one savage howl of indignation

££rE=z: against the musician who first had the courage
fa

—

as*

—not to like, but

—

to say he liked it. For,

that his confession rather than his taste was Monteverde's

great offence is very certain. For centuries before his time

the theoretical and practical musicians, the scholars and the

men of impulse, the learned and the unlearned, the talkers or

writers and the doers (call them what you will), had been
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moving, however slowly, in the same direction, but with a

wall of Chinese height and breadth between them ; as little

influenced by, as ignorant of, one another's doings as though

their aims had nothing in common ; without a conception

that these were really identical, and that they could never be

attained without mutual sympathy and help. Not to go further

into this matter, for which we have no time, it is enough to say

that the modes of operation of the musical schoolmen of the

Middle Ages resembled rather mathematical demonstration than

anything we should now call composition; the popular musicians

—the minstrels, the jongleurs and others—on the other hand,

simply giving themselves up to the expression of their own

impulses, alike ignorant and heedless of the dogmas of the

learned. That in the passionless process of what he would have

called composition, the mediseval scholar in music should strive

to express anything in his own soul, any condition of his own

being, can never have so much as occurred to him as possible or

to be desired; that the operations of the minstrel could ever be

subject to law can never so much as have occurred to him. It

is a question whether before the time of Josquin Bespres, who

flourished about the end of the fifteenth century, any so-called

musician had attained to anything beyond the vaguest con-

ception of the effect of what he was putting upon paper. It is

recorded of that great composer—-and the record implies that

the practice was a new one—that he was in the habit of gather-

ing about him his pupils and friends skilled in singing, and of

putting before them various combinations and successions of

musical notes, in order that he might himself hear and judge

how they sounded. No man could have known better whether or

not they were what his predecessors and contemporaries were

pleased to call according to rule ; but the truth was dawning on

Josquin that music would some day come to be tested by the

ear as well as by the eye, by its operation on the affections as

well as on the understanding.
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To know exactly how that which he puts upon paper will

sound—what will be its effect on his own ear as well as on

that of others—to hear (so to speak) with his eyes—is the

greatest difficulty with which a musical student has, and

always will have, to deal ;—indeed it is the power of all others

the possession of which constitutes what in modern times is

called a " musician." Long and special training, some would

say rare and special gifts, are needed to enable the artist in

combined sounds—polyphonic music—to be sure of the effect

of that which he writes, or, what comes to the same thing, to

be sure that he is representing that which he has conceived.

Without this training he may no doubt put notes into juxta-

position and make combinations follow one another, in a way

which may be tolerable to a cultivated ear; nay, he may,

by adhering to accepted rules, make music—good, bad, or

indifferent, as the case may be ; but he can never be sure that

it is his music or the music he means it to be ; nor can he even

test the correctness or incorrectness of its execution by others.

This was, I conceive, more often than not the condition of

what was called a musician in the Middle Ages.

But the popular mediaeval musician knew nothing of these

difficulties. His aim was restricted to the production of melody,

accompanied, if at all, by a few simple combinations and suc-

cessions the effect of which admitted of easy proof. As to the

melody itself, its effect would be ascertained in the very act of

making it : for the mere melodist may be at once composer,

performer, and auditor. As the painter sees the result of every

touch on his canvas, and the sculptor of every chip on his

marble, so the melodist can, if he pleases, hear the effect of every

note as he joins it on to the notes which have gone before.

To express in the fewest words what I conceive to have been

the state of music down to about the end of the fifteenth century,

I should say that in the scholastic music there was no Art, and

in the popular music no Science ; whence it is that the former
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has ceased to please and the latter has for the most part perished

utterly. Everything musical that can now give pleasure, every-

thing that can hope to live through the day of its creation,

must result from sentiment the expression of which is subject

to law :—in a word, Music is both an art and a science.

The music of the sixteenth century, especially of the second

half of it, presents numerous instances and affords numerous

proofs of a craving, on the parts of the men of science, for more

art ; as indeed do some of the very few works of the men of art

which have been preserved to us, of a craving for more science.

The somewhat supercilious charge of want of expression, so

often brought against the Old Masters, can no doubt frequently,

though not universally, be proven. There is no want of that

general accordance between the style of their music and the

sentiment of the words to which it is set which is the first

condition of musical expression. But this accordance is never

more than general. That anything like that close following in

music of the various changes of feeling expressed in poetry to

which we moderns are habituated ever suggested itself to a com-

poser of the second period is sufficiently disproved in one of

the greatest works of the greatest of them. Palestrina has set

these words, " Incipit Lamentatio Jeremise Prophetse, Lectio I."

(" Here beginneth the first Chapter of the Lamentations of the

Prophet Jeremiah"), to music as noble and as affecting as any

suggested to him by the most touching passages which follow in

the " Lamentations" themselves. As a solitary instance this

might not be worth much. Indeed it might admit of explana-

tion if not justification. But all concurrent testimony, direct or

indirect, is in favour of the truth of my assertion ; and, more

than this, the musical incidents which begin the seventeenth

century prove beyond a doubt that the development of the

music of the second period had reached its limits, and that

advancement was only possible with a scale-system, or

" tonality," based in nature, and therefore new.
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It is certain that this, which the composers of the third

period proved, was more than suspected by some of the most

inventive of the second. A very pleasing exemplification

of it, among many that might be adduced, is presented in a

short composition by Arcadelt, one of the most illustrious of

that body of Gallo-Belgian musicians who, in the first half of

the sixteenth century, laid the foundations of what after-

wards became the Roman School—the musicians, in fact, who

were the teachers of Palestrina and his contemporaries. This

composition is the more remarkable for its precocity, as

being—not a piece of secular music, nor even of " measured"

Church music, but—a piece of harmonized u plain-song,"

—

i.e.,

melody in which " time" is supplemented by " rhythm," and

the relative duration and emphasis of notes are subjected alto-

gether to the quantity and accent of the syllables to which

they are set.*

It is not without an effort that a modern musician is enabled

to realize this timeless music, the traditional mode of performing

which, possibly recoverable, has been for some time partially

if not wholly lost. It is not by accident that we moderns

invariably speak of music as consisting of time and tune

—

never, of tune and time. The measured, though monotonous,

beats of a drum appeal far more intelligibly to our musical sense

than the most varied succession of unproportionate sounds.

Nevertheless, whatever its shortcomings, plain-song is a variety

of music in the utter neglect of which modern practice would

seem to have lost a good deal,—if only because it is a variety.

* No existing notation can express more than approximately the rela-

tive duration of the sounds in Plain- Song,—the so-called " Gregorian"

notation no more than our own. In the accompanying copy the semi-

breves, minims, crotchets, and quavers must not be estimated according

to their usual relative value ; they must be regarded only as indicating

notes to be performed somewhat quicker or slower than one another.

The words are the only safe guide in the performance of this kind of

music.
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HYMN.—AVE MAKIA.
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I have not presented this Hymn of Arcadelt as an average spe-

cimen of the music of his epoch, but as an exceptional one. The
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vocal music of the second period was generally characterized by

breadth, coherence, and high finish ; but for the most part it

seems to us vague, from the continual overlapping of one phrase

by another, and inconsequent, from its unsatisfactory "tonality;"

a piece, as a modern musician would say, often or generally

ending in a different scale or key from that in which it began,

or, what is worse, ending with a half-close, or " imperfect

cadence,"—leaving the hearer in expectation that the composer

is going to say something more, when, as it proves, he has said

all he has to say, and has, wisely of course, come to end.

Music like this, though still, on account of its beautiful texture,

always performed with pleasure, and generally listened to with

respect—for though it may be sometimes dull it is never trite

—was far from realizing the ideal of the new race of scholars

and savants engendered by that astonishing, and for the time

irresistible force—the Renaissance.

I have on a former occasion given an outline of the action of

the Renaissance of Music—the last of the arts affected by it

:

how certain Florentine gentlemen and scholars, united and

stimulated by their love of poetry and music, set to work to re-

unite these too long dissevered powers ; how similar and

possibly unconnected essays were made at the same time in

Rome and other places; how, with the usual impetuosity of

out-and-out reformers, they confounded the good with the bad,

arming themselves with bran-span new brooms wherewith to

sweep into the limbo of used-up things the science of Counter-

point, with all its accessories of canon, fugue, imitation, inver-

sion, augmentation, diminution, and a hundred other musical

artifices, with a view to putting in its place something or other

—they knew not yet exactly what—which they were pleased

to call the restored " Musical Declamation of the Greeks."

This attempt of course failed ; but the effects which indirectly

resulted from it acted on the Musical Art most beneficially. Few
experiments were needed to show to these vehement Classicists
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that they could not get on at all without " Gothic" art; and they

were not long in calling to their assistance several professors of

that very musical science the destruction of which had seemed

to be the first condition of their own success. Among these was

Claudio Monteverde—an artist both competent and willing to

try his hand at a new style of architecture, but far too well

acquainted with the powers of brick and stone to build long with

unproved materials. The extent however to which men of sound

and commonly sober judgment may be influenced for a time,

even in matters of which they are the best possible judges, by

ignorant enthusiasm, was never shown more clearly than in

the effect at first produced on Monteverde by the Florentine

Academy. Not only are many of his first attempts at this

Musical Declamation of the Greeks, or "Aria Parlante," dismally

dull, but they present examples of grammatical inaccuracy

which could not have resulted from ignorance or carelessness,

but rather from a determination to throw off all restraint, and

show his contempt for the wisdom of his ancestors. This

aberration was not however unbroken. At certain moments

his early training shows itself, his good genius prevails, and

Monteverde is at once correct, tasteful, and original. A
fragment of aria parlante* which he has given to the heroine in

his opera Ariadne, written in 1607 for the Court of Mantua, will

sufficiently prove this. Some of the harmonic progressions in

it are a little hard ; but the voice part is melodious, and

admirably fitted to the sentiment and rhythm of the words.

The harmony and melody of the passage " in cosi dura sorte, in

cosi gran martire" are strikingly expressive and original.

* It may not be amiss, once for all, to remind the reader or performer

of the following and other similar passages that aria parlante is not

recitative,—but melody, wherein the composer has striven to imitate or

embody the accents of impassioned declamation by successions and
distributions of notes which, unless literally rendered, i.e., sung in time,

will be unintelligible and cannot be properly accompanied.
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ARIA PARLANTE,—LASCIATE MI MORIE.

From the Opera "Ariadne!* Montevebde.
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The fate of all pioneers has been that of Monteverde. His

star has had " to pale" its " ineffectual fire" in the presence

of a nearer if not a greater light ; and his works have been

hidden from the eye of posterity by those of a successor

whose powers were not of necessity so much greater, as his

opportunities of cultivating them were more favourable.

Giacomo Carissimi, whose influence direct and indirect on

the history of his art has proved greater perhaps than that

of any other master before or since, and whose career occu-

pied the principal part of the seventeenth century, must be

regarded as the type and glory of the Transition Period.

Strangely enough, in regard to so distinguished a person,

the particular years both of Carissimi's birth and death are

unknown; but it is certain that he was born not later than

1585, and that he was living in 1672. He might therefore have

seen Palestrina ; and in all likelihood he lived to hear Corelli.

He began life when the " Madrigal" had attained its highest

perfection and its greatest favour ; he witnessed its decline and

extinction. As a contemporary he must have watched the

struggle made by the later masters of the Roman School to

prolong its moribund existence ; he must have been cognizant of

the birth and adolescence, though not of the maturity of the

Musical Drama ; he must have seen Instrumental Music, which

he would first have known as a somewhat helpless and very

humble dependency, disengage itself from vocal, and assert and

make good its claim as an independent and separate power ; he

must have known—possibly he survived— Stradella, the first

great Singer (in the full sense of that misapplied word) of whom
we have any definite and trustworthy account ; and he was not

merely a witness but an instrument of changes in the language

of Music such as it has taken five centuries at least to bring

about in our own language ; for Chaucer and Tennyson have

not expressed themselves in a more different idiom than

Palestrina and Corelli.
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Carissimi, a Paduan by birth, no doubt received his first

musical impressions from Venice—always as innovating and

aggressive in Art as it was conservative and timid in Politics.

At the time he was a youth the Venetian Giovanni Gabrieli

was in the full exercise of his powers, and at the summit of his

reputation. To him (as we shall see) the subsequently great

school of Germany is under heavy obligations ; and to him,

as the instructor, direct or indirect, of Carissimi, the Italian,

the French, and even the English Schools, are no less deeply

indebted.

There is not much to be told, even were there time now to tell

it, concerning Carissimi's life, long as it certainly was, and busy

as it must have been. The best years of it were undoubtedly

spent in Rome, where, through his connexion with the disciples

of St. Filippo Neri, his attention was turned to that form

of musical drama which, from the place in which it was first

essayed, the Oratory, took the name of " Oratorio " A conside-

rable number of the very numerous compositions of Carissimi are

of this class ; that best known by name* is his "Jephtha," one

of the choruses of which, with the slightest possible alteration,

Handel has paid Carissimi the compliment of inserting bodily in

his oratorio " Samson." As on a former occasion I gave a speci-

men of this work, I will call your attention to-day to an extract

from another, which I have never seen in a complete form, but

which seems to be a sort of " Mystery," concluding with a recita-

tive and trio descriptive of the sufferings of the wicked. You

will not fail to remark a considerable advance in this recitative

on the specimen by Monteverde which was just given ; and

those who are familiar with the anthems of Purcell and his

contemporaries, who wrote about half a century later, will

recognise more than one familiar passage the transmission of

which I shall account for in its proper place.

* An edition of it has recently been published in Germany, edited by
Chrysander (1876).
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Andante. (J = 60.)

^, Coro.'

' :fc

TEIO.

MU \ r Jt
- P^fP^ig^

Heu, heu, heu, noa mi - se-ros, Heu, heu, do-len-tes,

uuCoro.

fee^^^Zz-gEg^|^g^EgE^^=Fzgg|

Heu, heu, heu, noa mi - se*ros, Heu, heu, heu, do-

Coro..&.

se * •&-

w- T-^r^*-
^~t=£:

i AH
Heu, heu, Heu, nos mi - se-ros* Heu, heu, heu, do-

ft l fi i

tf=W—£

ife^g —.-=1-P^l•—"m—--•— :tr-3-

-<9-
A3©- iS§a

heu, do - len - tes, Des-pe-ra - vi - mus,

UU-

des-pe-ra - vi-

Kfe.h g=n --©>- -0—0-

p
len- tes, do - len - tes, des-pe-ra - vi-

SeeS -_z± m^^^mv r r £_l

len-tes, do-len - tes, des-pe-ra - vimus, des-pe-ra - vi-



Carisnmi. 17

jUU—

&3h^F0&^a^&^l
mus ne-qua-quam ul - tra vi - ve - mus, nee vi-de - bi-mus fa - ci-em

-P- =£=*:
-M.ZZ3L

qua-quam ul - tra vi-

OF;

qua-quam ul - tra vi - ve mus, nee vi-

fcfc

$: 3 i i * #*

lE*s 1

:fc? -1—d—

»

._,—,_

r—

I

F—HH—

P

J^

SzzI

De

11 <> U
fUfr £-

zftc-sd

* *B»^P~
i, nee vi - de - bi - mus fa - ci - em De

h-* 1
-b—6—g—^p—y—ry 9—\

~
y—*-p—p—g—p—£=$=$

ve • mus, nee vi-de - bi-mus fa - ci - em De - i ! Des-pe - ra - vi-

N~Vm^wmm^^^ &-

de - bi-mus fa - ci - em De - i, fa - ci - em De il

SpN^S^^^pfep—pip±=3

*=p:
b=; * -•

—

m-
:t=t:



38 Tarbabuntur Impii.

I
Solo.

SEE
Des-pe-ra - vi - mus. Un-di-que ter-rent nos for-

+I-H -I

—

=J|

mus. des-pe-ra - vi - mus.

^^g^ffifrtjiy
Des-pe-ra - vi-mus, des-pe-ra - vi - mus.

--b,i «

—

4 had
-F----

r
AIS

^
eeJe=*

£E -•—

•

mi - di - nea,

Solo.

4=F
:*=*:

Un - di - que in - va - dit nos hor - ror,

Solo, im m b£t£*
i

irs

Bfe5

i£

Un-di-que tre

-F—

5

p4=F -g:

mor nos

T^=<=:

I

*dt

s e g £



Carissimi. 19

3Mr

II II L
H«H-r£-

-J-PrF
-H-H--

^:

3~S
Hf* S dtzfe p^

un - di-que, un - di-que pa-vor, luc-tua et an-gus - ti-

tez^iHIirbfj£ S2=tZ
T=M i*

^=£
un - di-que, un - di-que pa-vor, luc - tus et an-gus - ti-

m^mt m^m
oc • cu-pat, pa - vor, luc - tua et an - gus - ti-

£W-^—W-$^^Bp«^P5
OEEEE

±fc
:ra:

ifc:

tfe=i

Chorus.sss
*

-f
2---

»,

inn

fl-H

a, des - pe - ra - vi - mu9,

Chorus

des-pe-ra - vi - mus.

gg^
des-pe-ra - vi - mus.

^E3 -F---

des-pe-ra - vi-mus, des-pe-ra - vi - mus.

fcH
?B—J—J—*—

3

i

OFF i:4*&
2^53E3

3=fi±

5«—•—«—

«

V*
-F---

p c2

-U E— . .



20 Turbabuntur Impii.

I

ii l Solo.

Quia sta-re po - te-rit cum ig-ne de-vo-ran-te?

Solo.

BEE
3BE

-•- -•-

iHS
Quis sta-re po - te - rit cum ar-

^—l

—

T-r
-y?

&4

r^*^2^
tteb=fi5^ S -©-

|^
Solo.

^S53^P^
Mi*

Qua - re non su - mua in u - te - re mor-tu - i ?

EgE£i$gfe£ p—

p

3=*
do -ri-bussem-pi-ter - nis? Qua • re,



Carissimi. 21

fj^

<i it

IHHH^
Cur, cur u - be - ri - bus lac - ta - ti ?

» '-OF1 mzmE?

—S-h
££

Cur, our u • be -ri - bus lao-ta - ti?

w :* y=*
«*=::

qua - re ex - cep - ti ge - ni . bus ? Cur non ab

S3: 3fc=

tv. i. 1

Sp-
±-H-m -<5r

f
«=*

-J2. -.&=z.

P -^—•--•—•—•—g—i—I—

I
m i

V -v

Qua - re mi - se - ris da - ta est lux ?

*
3= -H=g=t? Sf

Qua - re mi - se - ris da - ta est lux ?

:±JEfcEpEjEE=i—*:J

—

h J . TN-d—

—

ii^i s
u - te - ro trans-la - ti ad tu - mu-lura ?

-<9-

«fer 3p

Qua - re

gg^ :=tr



22 Turbabuntur Impii.

Coro.

gH
Heu, heu, heu,

Coro.

Msk
-H-H-- ti™

Heu, heu, heu,

s
-ttr^fMnum 0-r*

Coro..^.

9 O
tt

flp-

da - ta est vi - ta his qui in a - ma-ri - tu - di-ne an - i-maesunt? Heu, heu,

HiJUl
-G-

G>-

F*
"i—==

irszzfS—

:

T-*

$ ^PSee mmm
heu, nos mi - se-ros, Heu, heu, do-len-tes, heu, do - len-

MnDfl
, r " P^ffi

£*
-F- -P- e^k

heu, nos mi - se - ros, Heu, heu, heu, do - lentes, do - len-

heu. nos mi - ae-ros, Heu, heu, heu, do - len-tes, do-len-

, -*FW rflf rvfcT ff f(f

ffi
'--fr^i

^ife^ gfiB
«bd„ J J.Ti.a-

IN"
S>-



Carissimi. 23

P^Sp E3Hfc|!r±fca
tes,

IUr^
tfPte

•—•-

pe - re - at di - es, pe - re - at di - es

-H-H- E
rftzfci
EEi E?=E

tes, pe - re - at di - es, pe - re - at di - es

m J nflgfis -F— — If—PJ^^fegj
tes, pe - re - at di - es, pe - re - at di - es, pe - re - at di - es

$£3=* -«—«-
• *-* SH 4-4-J»P

^^^Mf^^fe^PE^Ep^^

i^HE^^P^E•—•—m
*

in qua na - ti su-mus, pe-re-at nox, pe-re-at

JPfeEpS^ESS
in qua na - ti su-mus, pe - re - at nox, pe - re - at, pe - re - at

^̂ ^m^^^^m^^^m
in qua na - ti su-mus, pe-re-at di - es, pe-re-at, pe- re -at

¥%= JTnT~ j i es

»

gg#te^^i



24 CavaHi.
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The influence of Carissimi, either directly by means of

personal instruction, or indirectly through the performance

and circulation of his compositions, made itself felt (as I have

just said) up to very distant and different times, and in very

distant and different countries, from those in which he himself

lived and worked. Not only so ,• it affected seriously a class of

music to which he never contributed a specimen, Opera ; for

Carissimi is the connecting link between the generation of

which Monteverde is the type and that later and more

numerous one of which Cavalli and Cesti are two of the most

distinguished representatives.

Francesco Cavalli, born at Venice about the year 1610,

began to write for the theatre about 1637, and produced,

chiefly in his native city, a succession of works in the course of

which he gradually introduced a style of composition superior,

as respects musical form consistently with fitness for the scene,
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to anything that had been employed before on the stage.' In his

opera u Giasone," first performed in 1649, he would seem to have

marked more distinctly than any predecessor the line which

separates air from recitative ; a line which some of the most

recent dramatic composers of our own time, Wagner for instance,"

and even Gounod, seem to be doing their best to obliterate. An
example of one of these very early attempts at dramatic melody

will not be without interest to you. It is from the opera " Eris-

mena," produced in 1655. Observe the ingenious manner in

which (at *) the first subject is repeated—with a slight change,

not only of notes but ofrhythm—beginning again,not on the first

beat of the bar, but on the second. In the second section of

the song a modulation is made into the scale of the dominant

quite in the modern manner; but the rest of it is some-

what laboured, showing that Cavalli felt precisely the same

difficulty which besets an inexperienced composer of our own

time—that of resisting the tendency to modulate into the

scale of the subdominant. The addition of the minor seventh to

the tonic of any given piece of music is so easy, and the effect

of it so pleasing ! But, like many other easy and pleasant

things, it has to be paid for subsequently by such tiresome

and uphill work ! A passage (at f) in this second section is

striking, as having reappeared many years after in the Psalm

tune known as " Hanover," sometimes attributed to Handel.

But the most interesting historical peculiarity of the song is that

it closes with a repetition of the first strain. This contrivance

—

the " Da Capo" as it is now called—is often said to have been first

resorted to by Alessandro Scarlatti, who was not born till 1659

—four years after the production of the opera from which this

song of Cavalli's is taken. Possibly Scarlatti was the first

who used it skilfully, which certainly Cavalli has not, in

this instance, done. We shall see at our next meeting how

much more effective the " Da Capo" became under Scarlatti's

treatment.
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SONG.—VAGHE STELLE.
From the Opera "JSrismena." 1655. Fbancesco Cavalli.

Andantino. (J = 108.)

3 3=^E^ -w—

•

Va ghe stelstel • le,

^m i=t
Lu

B1E3
=fc=*

d r r i

P ESS 22

Pi
bel

is—s» *g bid:

1

le, Non dor - mi te,

*E^ s^g-<st-
-s»-- ^Sft^tttt

S=ESi -H-
-«©— pEfe^

§i^ -F-

non dor - mi
^7
te.

-F*
feig Uj
f5S

Va - ghe stel - le,N^spa
_j «j r

EtKf -<s>-

—<s>-

g
*-•-£-•-

*=f Is

* P
Ef

-F--
qd3:^£^S$

Lu - ci - bel - le, Non dor - mi - te, non dor - mi te.

-^—a~-

rzfcd: H J:



Cavalli. 27

i

pgaas —&-

»
I

^!EE

Fine.

&*immmmmmm
r

©—*—
cr<?$.

i
i

eifE^ ^^g£j#^
Fine.

r-fiSi

L^O-^ijr^d#^ l=E=t=E
pi

A - pri-teil se - re - no Dei vos - tri begl oc - chi, La - scia-te che

cres.

e^^=!E m zz =fc §^ig
ji—*. Ep^^S S^

sco - cchi In ques-to mio se - no A - mor i suoi dar • di, A - mor i suoi

iEjEtgEi

g=l-f—p f=t
f Sft -f J



28 Vaglie Stelle.

w—j -3S> •—-r—

#

•

—

h»~T—m^

di I lu - mi deh a

:±4z

te, Bei

:i:=t
*E*E£ t=&
lu - ci - di sguar - di i lu - mi deh a - pri te.

=f

-<s>-

=Ej=y=^
*

-<s»-

::is* 3



Cavalli. 29

§
*=*

i

jt±.
3

Lu • ci • di sguar-di I la • mi deha - pri te, Deh,

=t= =£ 35^i=:
X 1-

f"F "F -©"

^!BE 3
*=F

fc:
=f=

*—&-

k=£
iFzzEE

tt
Deh, Lu - ci - di sguar-di

i
l=d*
EEEg

35!'

Jte=*

£

lu • mi, i lu

s
r

H©-

1:p=l

I ^^P3EZZJC ?=JC
4=±

P
pri - te, Deh lu ci - di sguar-di i lu - mi, Deh a -pri

si 4 S
ai

3*
^ at *Ejjg

3 fti^U J .»
-»s>-

5£ £

i>. c.

1^
J

L—->. _ ^—

•

"-
_2Z

te, Bei lu - ci • di sguar-di i lu - mi deh a -pri te.



30 Cesti.

Marc-Antonio Cesti, another disciple of the school of

Carissimi, whose epoch is about ten years later than that of

Cavalli, perhaps excelled the latter in his own particular style.

Nor was this to be wondered at. Musical execution made such

rapid strides during the first half of the seventeenth century that

any fairly-taught intelligent musician could produce effects

which no one would have even contemplated ten years before

his time. Monteverde has recorded that, in a passage of

accompaniment which he brought forward at Venice in 1624,

having, for the first time, substituted sixteen iterated semi-

quavers for one semibreve, in several successive bars, the

performers one and all refused at first even to try to play them ;

so monstrous and extravagant an innovation seemed this now

most familiar of instrumental details. Cesti, however, was

something more than a fairly-taught intelligent musician

;

his invention was of a very high class. He was an Ecclesiastic;

but his orders, whatever their kind, would seem to have hung

loosely upon him. He wrote little ecclesiastical music, though

he was for many years a member of the choir of the Sistine

Chapel. The majority of his numerous compositions were

operas, composed nearly all for the theatres of Venice. A duet

for Soprano and Bass, Cava e dolce liberta, which you will now

hear is a good example of his manner. You would never have

supposed, and indeed you will find it hard to believe, that it is

two hundred years old. The parts have that easy flow which

generally characterizes Italian vocal writing—the earliest hardly

less than the most recent, the most superficial no less than the

most profound: while they are treated with just enough of

contrapuntal artifice to redeem them from the insipidity with

which this easy flow is so closely connected. The repetition in

the fourth below (at *) of the preceding phrase must have

been a novelty in the middle of the seventeenth century, and the

re-introduction of the first subject, after this principal and only

modulation, is a pleasing example of the art which conceals art.
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DUETTO.—CAEA E DOLCE LIBERTA.

Andantino. M - A - Cesti.
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Enough has been said to show that the first half of the

seventeenth century is an important era in the history of music.

Important as it is, however, it yields in importance, if not

in interest, to the second half of that century—an era charac-

terized not only by the continued and always accelerating

development of old forms but by the creation of what may be

called a new one.

Up to the end of the sixteenth century Instrumental Music

holds so low a place, in comparison with vocal, that it hardly

claims serious consideration as a part of musical history.

Some of the great masters of the second period—men to whom
nothing connected with their art would have been alien or

uninteresting—have no doubt left proofs of their versatility, in

Variations on some known theme, or " Divisions" on a " Ground,"

chiefly for the keyed instruments of their time—the precursors

of the harpsichord ; and some of the best of these which have

been preserved are by Englishmen. But even these very pieces

owe their preservation—as indeed most of their interest—to

the fact of their being the work of men who were also the

authors of vocal music of such intrinsic excellence that it has lost

little of its popularity even in the present day.* The mechanical

deficiencies, the want of finish, of all musical instruments, up

to a comparatively recent time, were alone enough to have

checked any progress in instrumental music at all commensurate

with that in vocal; and so long as the latter was chiefly choral and

(so to speak) self-contained, as there would be little necessity for,

so there would be little likelihood of, the former overtaking it.

But, with the very first beginnings of the musical drama, the

status of instrumental music experienced a great and sudden

change. Recitative of necessity required accompaniment, air

# E.g.—Bird's " Bow Thine Ear," an anthem still all but unrivalled,

certainly unsurpassed, in construction, expression, and even effect. Bird

(born about 1545) belongs of course to the Elizabethan era, though he^

lived till the accession of Charles I.

D
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something like interlude or ritornelle; symphony was needed

to give force and meaning to pantomime, and dancing in silence

is proverbially the most ridiculous of all human transactions.

A new direction was at once given to musical and mechanical

inventiveness, and the thoughts of many ingenious persons were

suddenly turned to the composition of pure instrumental music,

to increase of skill in the performance of it, and to improvement

in the instruments on which it was to be performed. Of these

instruments it would easily be found that incomparably the

most important were the Violin family—a family whose origin

is lost in the obscurity of pre- historic times, and which up to

about the middle of the sixteenth century had remained in

too rude and humble a condition to justify any claim to

the influence which it subsequently attained. The rapid im-

provement—or, I should rather say, perfection—of these

instruments, due mainly to three Cremonese houses, the

Amati, the Guarnerii, and the Straduarii, soon reacted on

executive skill ; and executive skill is rarely unconnected with

ambition, and never long unobserved. From a mere adjunct,

rather felt than heard, and tolerated rather than acknowledged,

accompaniment began to rival that which it accompanied, in

interest and beauty; and, from a dependency or appanage,

Instrumental Music grew into an independent and rival

power.

This emancipation can hardly be said to have been consum-

mated in Italy till the latter part of the seventeenth century

—

the epoch of Bassani and Corelli. In England, as we shall see

by-and-by, it was brought about some forty years earlier.

But, as always proves to be the case in respect to great

discoveries, those of Bassani and Corelli had been anticipated,

even among their own countrymen,—by one especially who,

working with inferior means and appliances, and in less propi-

tious times, had produced a composition which, in the number

and relation of its parts, and the instruments by which they
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are to be played, is still, at the distance of two centuries, a

type and a model.

At some time before the year 1650 (he died in 1652)

Gregorio Allegri wrote a " Quartetto," for violini, viola, and basso

di viola. Allegri is chiefly known as one of the last of that great

Roman School of purely vocal music of which Palestrina is the

type and glory. He is the composer of two out of the three

settings of the Fiftieth Psalm (the Miserere), the performance of

which forms so interesting a feature in the music of the Holy

Week at Rome. It is the composition which Mozart when a

boy (no copy ever having been allowed to be taken) wrote out

from memory. As a great master in this style, and the author

of perhaps the earliest piece in another which has since attained

to such high perfection and favour, Gregorio Allegri may well

be considered as the last of the Ancients and the first (in point

of time, of course) of the Moderns. Few pieces of music have

been honoured by more frequent mention than this quartet. It

figures in almost every existing memoir and criticism having rela-

tion to the musical history of the seventeenth century. A copy

of it has fortunately been preserved in a theoretical work now

become rare, and certainly not likely ever to be reprinted, the

" Musurgia" of Kircher, published in the year 1650. The obso-

lete notation and clumsy musical typography of this work must

have rendered the performance of any of the examples it con-

tains all but impossible for at least a hundred and fifty years

past ; and it is probable that the piece in question never found

performers or audience, even during the last century; far less

can it have done so in this. Thanks to the co-operation of four

of my professional friends, you will in a few minutes be in a

position to form an estimate of it. I need hardly warn you not

to expect anything like any quartet you are likely to hear at

the Musical Union or anywhere else. And you will forgive me
for entreating you, once for all, to listen to this and other

pieces of the same epoch, not with nineteenth, but with scven-

d 2
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teenth-century ears. No one would think of complaining that

Giotto was not Rubens, or Chaucer not Pope; so you will

not be disappointed in finding that Allegri is not Mendelssohn.

The work consists of four movements, all of them in the

contrapuntal and fugued style. The first movement is on two

subjects, the second of which is introduced by the viola, in the

15th bar. The second movement is in triple time, and opens

with a very pretty phrase of six bars, the bass part of which is

afterwards made the subject of a second fugue—in the old sense

of that word. This passes without interruption into a third

movement on a new subject in "alia capella" or duple time.

The fourth and concluding movement is in common time and

on a subject admitting of exceedingly close " imitation."

The composition* presents an interesting example of uncertain

tonality—oscillating as it does (to a modern musical ear)

between the keys of G and of C,—the forms of the passages

inclining us towards G, and the frequent recurrence of F
natural bringing us back again to C. It ends with a perfect

cadence in G, so brought about as to have the effect rather of

a modulation preparatory to a fresh movement than of a close.

* Its length has prevented its insertion here entire ; but the Andante

—

the second and most pleasing movement—will give an idea at least of the

character of the work. The entries of the different instruments are

severally indicated by 1 and 2, 1st and 2nd Violins, V, Yiola, and B,

Basso.

ANDANTE FROM A QUARTET.

Gbegoeio Allegei.

Legato. (J
= 100.)
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LECTURE II.

ITALY CONTINUED.

CHANGE OF TONALITY SUBDIVISION IN MUSICAL FORMS

SINGING STRADELLA PISTOCCHI SCHOOL OF BOLOGNA

CHAMBER MUSIC MARCELLO SALMO XXV.—CLARI

DUETTO, "QUANDO TRAMONTA IL SOLE" ALESSANDRO

SCARLATTI ARIA, " LASCIAMI PIANGERE" THE NEAPO-

LITAN SCHOOL DURANTE HIS PUPILS QUARTET, " RE-

GINA ANGELORUM" PERGOLESI HIS " STABAT MATER."





LECTURE. II.

ITALY—CONTINUED.

I observed in my last lecture, in reference to the Old Masters,

that there was "no want of that general accordance between the

style of their music and the sentiments of the words to which it

is set which is the first condition of musical expression/' but

that " this accordance was never more than general ;" and that

nothing "like that close following in music of the various

changes of feeling expressed in poetry to which we moderns are

habituated had ever suggested itself to a composer of the second

period." Indeed, the conditions both of the science and the

art of music down to about the end of the sixteenth century

rendered it all but impossible that any attempt at this " close

following" of words by notes could have been successful, even

had it ever been made.

But, as we have seen, about the beginning of the seventeenth

century the particular tonality, or scale system, which had so

long prevailed in the schools, began to give place to another,

the subsequent universal adoption of which has resulted in the

production of music altogether without precedent, whether for

expression or any other quality, the music of the Fourth Period

—the period of Mozart and Beethoven.

During the whole of the century on which our attention has

been so far fixed (the seventeenth) musical science and musical

art may be said to have been engaged in an unintermittent

struggle with the causes that had so long prevented their perfect

union—the falseness of the former and the rudeness of the

latter. But by about the end of that century—so far as we can
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trace its progress in the best of all historical records, monu-

ments—musical science succeeded in working its way towards a

solid and enduring basis ; musical art borrowing from it or

lending to it, as its occasional weakness, but on the whole ever-

increasing strength, enabled it to do. With the science we

have now no further concern than as it can be shown to have

acted directly on the art, which began now to show the most

decisive of all signs of development—a tendency to subdivision

in its forms. We have already had occasion to notice several

of these ; the musical drama, sacred and secular, the cantata,

and—perhaps a still greater advance on anything done before

—

various kinds of music for instruments only. These different

and continually developing forms of composition exacted of

course corresponding varieties and improvements in musical

performance, and among these in singing. Singing is possibly

the oldest of musical arts, and, as it might be supposed, the

first which would attain perfection. As of all powers which die

with their owners, it is impossible to arrive at any satisfactory

estimate of the condition of the art of singing at any very distant

period. We may safely assume that at all times there have

been persons of strong and deep feeling and fine musical

instincts, who have been also gifted with beautiful voices ; and

that these persons, in some way or other, succeeded in making

their ways to the hearts of their hearers. It would seem,

however, that singing only began to deserve the name of an

art as late as the middle of the seventeenth century. Singing

implies not merely voice, sentiment and musical knowledge but

training of a very especial kind, to enable the possessors of these

to turn them to account. And it is not till about this time

that we hear anything of such training, or of any individual

performers whose vocal powers were at all distinguished. A vast

number of persons must have been able, even early in thesixteenth

century, to sing by no means easy music, from book, in tune

and in time. In England especially the number of vocalists must
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have been then very great indeed. But this music was not of a

kind to call for very high finish in its performance ; and those

who took part in it did so more often for their own pleasure

than for that of any listeners ; just, in fact, as people dance now

—well or ill, as the case may be, but equally to their own

satisfaction and enjoyment. Vocal skill of this kind and degree,

however, is not what is or should be understood by singing,

which, I repeat, is an art the invention or it may be revival of

which is not yet two centuries old. For, the first vocal per-

former in modern times of whom we have any account which

will justify our believing him to have been what we should now

call a singer, was Alessandro Stradella, no less celebrated as a

composer than as a performer, and still better known to the

world on account of the touching story of his life and death

—

a story so strange as well as touching that we should find it

hard to believe it to be true, did we not know that truth is

strange—stranger than fiction.

To tell this story in a few words would be impossible, and for

long stories, however interesting in themselves, we have no time.

Besides, it may be found, with some varieties of detail, but in its

essential particulars identical, in almost every existing work

which treats of musical history and biography. It does not

appear that Stradella communicated any of the secrets of his art

to others, or that he formed any distinguished pupils. Still

less, during his short career, could he have organized anything

like a school. Nor indeed was any such organization attempted

till about the end of the century in which he flourished, when

Francesco Pistocchi (b. 1659), an excellent musician, who had

failed as a dramatic singer, probably from insufficient physical

power, established an academy at Bologna, in which many of

the best Italian singers of the early part of the last century

were educated, and which was the model of the numerous other

academies which soon after sprang up in other Italian cities,

especially Naples. In the Bolognese academy founded by
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Pistocchi singing was first taught systematically ; i.e., to

the study of musical grammar, composition, and generally

the practice of some instrument, was added instruction in the

mechanical part of the singer's art

—

" production" or delivery

of voice, management of breath, " vocalization," pronun-

ciation, carriage of the body, and (what we have such high

authority for the importance of, to those who would affect

others) action. How efficient this instruction must have been,

and what apt scholars they were who received it is well known.

During the eighteenth century Italy was, above all others, the

Land of Song, and Italian opera the recreation, I had almost

said the passion, of the whole civilized world.

Although musical expression owes more to the musical drama

—under which head I include oratorio as well as opera—than

to any other form of composition, composers of other kinds of

music were not unmindful of its importance. Vocal chamber

music, after the madrigal had declined in public favour, took

various new forms, in connexion with sacred as well as with

secular poetry. !

The most distinguished composer of sacred chamber music

—

i.e., music neither dramatic nor ecclesiastical—of the early part

of the last century, was the Venetian Benedetto Marcello,

born in 1786. This noble and in every sense distinguished

amateur was, as we learn from contemporary testimony, a man
of very varied powers and accomplishments, which he brought

to bear on equally various occupations. He filled a succession

of political offices conformable to his rank : he was a member

of the Council of Forty, and acted on more than one occasion

both as an ambassador and a provincial governor. He would

seem to have been a linguist above even Venetian average,

having attained some reputation for his knowledge of Hebrew.

But what chiefly concerns us at this moment is that he was a

voluminous writer of and about music, a composer of oratorios,

operas, and instrumental musio, and the author of numerous
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treatises, pamphlets, and satirical pieces relating to the musical

art his passion for which even led him in several instances to

act as a singing master. The celebrated Faustina, afterwards

Madame Hasse, whose subsequent rivalry with Cuzzoni, during

her stay in London, forms so amusing an episode in the life of

Handel, was for a time his pupil. The musical work by

which Marcello is best known is his setting of Giustiniani's

paraphrase of the first fifty Psalms of David. Few have

attained wider celebrity, nor is there any one of equal bulk (it

extends to eight folio volumes) of which reprints have been

more numerous. Among these tributes of admiration not the

least hearty is the English adaptation projected by Avison of

Newcastle, but subsequently carried into effect by Garth of

Durham. Nor has favourable criticism been wanting to swell

the fame of Marcello's Psalms. The Venetian edition of

Sebastiano Valle, published in 1803, is prefaced by a highly

encomiastic memoir, and accompanied by numerous laudatory

epistles and a collection of " testimonianze,"" the sincerity of

which, the reader is told, cannot be questioned, since they were

all written after the death of the subject of them. The style of

the memoir may be judged of from one extract. " In respect to

the title of ' Principe di Musica/ that has been awarded to

Marcello, no one competent to form a judgment on such matters

can doubt that he fully deserved it." Marcello died in 1733,

when—not to speak of his compatriots of the preceding cen-

tury, or of his German contemporaries, Handel and J. S. Bach

—Scarlatti, Vinci, Leo, Durante, and Pergolesi had produced

the majority of their best compositions.

The judgment of posterity has not quite confirmed that of

Marcello's contemporaries. The cause of this is not far to

seek. Throughout the work the frequent and sudden changes

of sentiment in the text are followed by the music with a

pertinacity often not merely injurious to the effect of the

latter but even inconsistent with anything like good musical
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construction. In his determination to carry musical expression

as far as he could, Marcello has sometimes carried it too

far, and in taxing its powers to the utmost he has occasionally

overtaxed them. A sense of weariness comes over the most

patient performer, reader, or hearer who is long kept under the

influence of Marcello's psalmody ; and this not from the length,

but from the shortness, of the individual movements. This

incessant coming to an end and beginning again is no

doubt to be defended on the score of the abrupt, frag-

mentary, or fitful character of the Psalms themselves ; but

it may be questioned whether, with Marcello, it was not a

result as much of necessity as of choice, and whether he has

not availed himself of this restless variety in order to hide that

deficiency of constructive skill which the works of so many

composers of the third period betray. Granting this however,

Marcello's Psalms remain a most remarkable monument of in-

vention and taste ; nor does there perhaps exist a musical work

from which so many individual passages could be detached

which would obtain more hearty and general admiration.

Every variety to be created by purely vocal resources is

adopted in Marcello's Psalms. We find often, at very short

intervals, recitative, aria parlante, and air, for a single voice ;

movements for two, three, four, and five solo voices—these

grouped in the most original ways, and varied and reinforced by

choral parts. Some of these movements still keep their places

in popular collections of sacred music, and even find their way

from time to time into concert programmes—The Duet " Qual

anelante" for instance, and the Solo and Chorus "I cieli immensi

narrano." On the present occasion I shall call your attention to

the first movement of Marcello's setting of the Twenty-fifth

Psalm, which will probably be new to most of you. The interest

of the vocal part (for a contralto voice) is greatly increased by

the addition and support of a violoncello accompaniment.
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Marcello and some of his contemporaries must have owed

much to a musician born about twenty years earlier than they

(in 1669), the Abbate Clari. The name and works of Clari, com-

paratively forgotten and neglected during the greater part of the

last century, have recently been brought a good deal into notice.

Very little more has been recorded about his personal history

than that he was a Pisan by birth, studied under Giovanni Paolo

Colonna at Bologna, and became subsequently Chapel-master

in the cathedral of Pistoia. He does not appear to have been a

very prolific writer ; but that he was a very inventive, tasteful,

and scientific one is happily easily ascertained. In the well-

known volumes published by the late Mr. Novello under the title

of " Fitzwilliam Music" there are many of Claries compositions,

more especially some extracts from a " Stabat Mater," which, if

they are fair specimens, would show Clari's setting of that Hymn
to deserve a high place among the many which have come

down to us. Clari's reputation however is chiefly due to his

" Madrigali o Duetti." These, besides exhibiting some technical

excellences which must have been novelties at the time of their

production, may be regarded as some of the earliest secular vocal

music which could be called both elegant and learned; for, with

a freedom, and even where required a playfulness, that might

become the least pretentious and most ephemeral of contem-

porary sketches, they combine almost every contrapuntal artifice

which would be called into requisition in the most ambitious

and lasting work. One of these duets, " Cantando un &i" revived

first I believe in Choron's Singing School in Paris some thirty-

five or forty years since, has subsequently gone the round of all

musical Europe. For some years no concert programme seemed

complete without it, and it is still much sung by intelligent ama-

teurs. As this duet is perfectly accessible I prefer introducing

you to another, more especially as it involves a combination of

voices, Soprano and Tenor, less likely to be often at hand than

those for which " Cantando un di" is written, two Sopranos.

e 2
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DUETTO.—QUANDO TEAMONTA IL SOLE.
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I have now to speak of a musician whose influence on his art

may be clearly traced down to our own time, but whose compo-

sitions have entirely passed from that public favour of which

they once enjoyed so large a share, and of whose life so little is

generally known that he is often confounded with his own son,

an able and interesting person without doubt, but altogether

less able and less interesting than his father.

No one who has looked at all into the history of music and the

biography of musicians can have failed to notice that the

greatest composers have been the most prolific. We have no

" single speech Hamiltons," no Giorgiones who have left a few

specimens only of a talent hardly inferior to that of the greatest

of their fellows. Palestrina, Carissimi, Handel, Bach, Haydn,

Mozart, Beethoven, Mendelssohn, have done not only better but

more than other musicians. Measured by this rule Alessandro

Scarlatti is justly entitled to a place in the illustrious

company I have named, for he was the composer of certainly

one hundred and twelve operas, perhaps more, of at least two

hundred masses, of eight or ten oratorios, of an immense

number of sacred cantatas, hymns, psalms, motets, and other

church music, and of detached pieces—madrigals, duets, and

songs, with and without accompaniment—the most moderate

estimate of the number of which would be at first received with

utter incredulity. Nor let it be for a moment imagined that the

majority of these were in any sense what are called slight works.

Many of them no doubt are slightly accompanied ; the single

songs for example, most of which have merely a figured bass

;

but others, on the contrary, are scored with great skill, none the

less great because the instruments employed are few in number.

As for his concerted vocal music, especially what are somewhat

loosely called his Madrigals, they are elaborated perhaps to excess.

One of these, the madrigal " Cor mio/' written for four sopranos

and a contralto, which has been preserved in the " Saggio del

Contrapunto" of Martini, who has accompanied it by a careful
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analysis, is unquestionably one of the most learned pieces of

music in existence.

But these productions, enough of themselves, and more than

enough, to have occupied the whole of the lives of half-a-dozen

musicians of average talent and industry, would seem to have

been the recreations of Scarlatti. The work of his life was the

founding and the raising of what has since been known as the

School of Naples, in which were educated nearly all the most

eminent Italian composers of the last century, and the majority

of those extraordinary vocalists

—

e.g., Faustina, La Gabrielli,

Mingotti, Senesino, Bernacchi, Cafarelli, Guadagni, Pacchie-

rotti, Marchesi, and Farinelli—whose lives, the ephemeral

nature of their talent notwithstanding, have become a part of

the history of their time. Nor is this all. The indirect

influence of Scarlatti, through this school, was even more im-

portant than the direct; for (as I hope to show at the right

time) the particular direction which the genius and scholarship

of Handel eventually took, is mainly due to his visit to Italy

and his intercourse, for three years, with Scarlatti and his pupils.

It cannot be questioned that but for this visit and this inter-

course Handel's music would have been—no one can say what,

but— assuredly very different music to what it turned out to be.

We have time for only one specimen of Alessandro Scarlatti's

talent, but it is a characteristic specimen, the harmony rich and

varied, and the melody large, flowing, and admirably expressive

of the words, which, like those of all the songs of this epoch, are

limited to two or three lines rather indicating than exhausting

a single thought. I do not know whether the air which you

will now hear forms part of any one of Scarlatti's numerous

operas. I should think not. I found it in a MS. volume of

Cantatas, chiefly by him, which came into my possession a

short time since.
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ASIA.—LASCIAMI P1AJTOERE.
Lento non troppo.
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It is of course impossible for me to speak in detail of all the

musicians educated in the Neapolitan School who successively

rose to eminence as composers, conductors, vocal or instrumental

performers, or teachers. Simply to name them would be useless

and uninteresting. I will ask you to devote what little time

remains to us to two of these, Durante and Pergolesi ; types,

the former of the learning, the latter of the genius, of their

epoch and country.

Francesco Durante was born in Naples in 1693. At an early

age he came under the notice of Scarlatti, and received instruc-

tion from him for some years. Subsequently he visited Rome,

where he studied singing under Petroni and counterpoint

under Pasquini. On his return to his native city he soou

attracted attention by his broad and scientific style of composi-

tion, and at the age of twenty-two obtained a position in the

Conservatory of S. Onofrio, soon after which he was appointed

Chapel-master in the Conservatory Dei Poveri di Giesu. Christo.

This institution having been converted by the Archbishop of

Naples into an ecclesiastical college, Durante, deprived of his

regular occupation, became for a time dependent for subsistence

on his pen. To this period, extending over five years, must be

assigned the majority of the compositions to which he owes

his fame. On the death of Leo, in 1745, he returned to his old

quarters in S. Onofrio, in the capacity of musical director. To

the discharge of the duties of this office the remaining ten

years of his life were devoted. He died, aged 62, in 1755.

Durante was one of those artists who should be estimated as

much by their personal influence as by what they leave behind

them in a tangible or appreciable form. Personal influence is not

susceptible of any very exact measurement, and the amount of

Durante^ must to a great extent be taken on trust. Something

may be gathered from the fact that—not to speak of what many

musicians whose names have not come down to us, and the

society in which he lived, owed to him—Durante was the in-
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structor during his first professorship (in the Conservatory Dei

Poveri di Giesu Christo) of Pergolesi, Duni, Trdetta, Vinci,

Terradeglias, and Jomelli ; and during the second (in the Con-

servatory of S. Onofrio) of Piccinni, Sacchini, Guglielmi and

Paisiello.

But in his own day Durante was hardly less esteemed as a

composer than as a teacher. He still stands high ; he deserves

perhaps to stand higher. His views of the dignity of his art

must have been lofty, not to say severe. He never wrote for

the Theatre, and the only secular works (I believe) which bear

his name are a collection of Chamber Duets, not of his own

composition, but arranged by him, from certain cantatas by his

master Scarlatti, as studies for part-singing. Manuscript copies

of this collection are not rare, but, strange to say, it has never

been printed, although few works have received more frequent

or more honourable mention from musical historians and critics.

In the Library of the Paris Conservatoire de Musique there

is a large, and probably complete, collection of the compositions

of Durante. The catalogue of this, as given by M. Fetis, is a

long one, and includes many Masses and other large works,

each of necessity consisting of many movements, the majority

of which are doubtless considerably developed. Durante is

perhaps more remarkable for his treatment of subjects than his

invention of them ; though the elegance of his part-writing, his

skill in instrumentation and, more than all, the sustained

dignity of his style, make large amends for the want of inven-

tiveness sometimes complained of in his music.

The composition you will now hear, from a Litany to the

Blessed Virgin—one of many which he wrote—is no less re-

markable for the originality of its plan than the refinement of

its detail. The antiphonal effect with which it starts is main-

tained throughout, the " prexv being invariably assigned to one

voice and the " response" to others.
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EEGINA ANGELORUM.
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But if Durante merit our esteem as the author of this and a

hundred other compositions doubtless as interesting, he will

have a still stronger claim upon it as the teacher of Pergolesi,

a musician whose genius, whose peculiarities—nay, whose very

faults—mark him out, among great, and in some respects

greater contemporaries, as the type of the Neapolitan Era.

Giovanni Battista Jeri was surnamed Pergolesi from the place

of his birth, Pergola, a small town in the duchy of Urbino, not far

from Pesaro, where, in later times, a still more distinguished,

if not more excellent musician, Rossini, first saw the light.

Though more particulars of the life of Pergolesi have been

recorded than of the majority of the men of genius who have

lived in any but very recent times, the first fact to be mentioned

in every biography, the year of his birth, and the last, the year

of his death, are both of them matters of uncertainty or dispute.

Some of his biographers state the former to have been 1704,

some 1707, and some 1710; some give to the latter the date

1737, some 1739. The matter is not so unimportant as it

appears. Our estimate of a very long career may not be

seriously affected by the addition or subtraction of a very few

years, but assuredly it would be satisfactory to know whether

the prodigious quantity of music—generally beautiful and

always highly finished—which Pergolesi has left behind him

was the product of a life of thirty-two years or of only

twenty-six. Either way, however, his career is one of the

most astonishing recorded in musical history. The list of his

works presents examples of every kind of music practised in

his day, of oratorios, operas, instrumental chamber music, and

above all in number and excellence, of masses, motets, psalms,

and hymns. The fate of his operas is remarkable. He wrote

in all certainly seven, and perhaps more, only one of which

attained any success—so long as success could have contributed

to his happiness and worldly prosperity. But no sooner had

Death ended (so prematurely) his laborious and somewhat sad
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career, than the very works which on their first production had

met with nothing but indifference or contempt, became the

objects of the most passionate admiration, first of his own
countrymen and then of all Europe. For some years, whether

in the Theatre, in the Concert Room, or in the Church, no

music, it is said, was tolerated in Italy but Pergolesi's. His

operas, however, like most of the operas of the first half of the

last century, are entirely forgotten. Equally as a matter of

course his purely instrumental music has shared the same fate.

But his church music, and more especially two of his latest

works, his " Stabat Mater" and his " Salve Regina," still con-

tinue to find occasional hearers, fit though, it may be, few.

The " Stabat Mater" is a hymn of ten stanzas of six lines

each, written probably in the thirteenth century, wherein are

very touchingly and vividly depicted the sorrows of the Blessed

Virgin on the death of our Lord. Its felicitous and, perhaps

more, its varied expression have made it a favourite subject

among musicians, especially those of Roman Catholic countries.

Indeed, there are few of any eminence who have not set portions

of it to music. In the fifteenth century it exercised the inven-

tion of Josquin Depres, in the sixteenth that of Palestrina, in

the seventeenth that of Clari, in the eighteenth that of Haydn,

and in our own time that of Rossini.

But, as a whole, this setting of Pergolesi seems to me equal

in most respects, and superior in many, to any of those I have

named. I wish there were time for you to hear it as a whole,

for every movement of a great work suffers (the finest move-

ments most) in being separated from what comes before and

after it. Still, whether as a link in a chain or a fragment out

of one, beautiful handiwork is always admirable ; and you will

I am sure agree with me in thinking that the passage which

will now be submitted to you, even torn from its context,

is beautiful in itself and a very perfect example of musical

expression.
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SOLO.—VIDIT SUUM DULCEM NATUM.
From a " Stabat Mater" Peegolesi.
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LECTURE III.

FRANCE.

THE GALLO-BELGIAN SCHOOL MERSENNE THE AGE OF

LOUIS XIII.—DUMONT METRICAL PSALM, " PEUPLES,

RACONTEZ" LULLY SCENE," j'aI PERDU LA BEAUTE"

AIR, "ROLAND, COUREZ" COUPERIN SOLO, " LA VO-

LUPTUEUSE " RAMEAU THEORETICAL WRITINGS

QUARTET, " TENDRE AMOUR " J. J. ROUSSEAU WRIT-

INGS ON MUSIC LE DEVIN AU VILLAGE LES CONSOLA-

TIONS DES MISERES DE MA VIE AIRS, " JE l'aI PLANTE,"

"QUE LE JOUR ME DURE."





LECTURE III.

FRANCE.

I am under the necessity of alluding again, and of apologizing

again for alluding, to my former course of lectures delivered

here. During those lectures, I called attention repeatedly to

the fact that modern music owed its development chiefly to

three peoples—the Gallo-Belgians, the Italians, and the Ger-

mans. The majority of French writers on music generally

speak of the first of these musical peoples (I have named them

in chronological order) as Frenchmen; and the majority of

German writers speak of them as Belgians. But, as I have

already explained, these exclusive designations are Loth inap-

propriate and misleading. Seeing (1) that, although certain

persons who might now be correctly described as Frenchmen,

and certain others who might, with equal propriety, be called

Belgians, contributed to form this earliest of modern schools,

the frontier line of France and Belgium has, during the last

five centuries, been repeatedly changed ; and (2) that the birth-

places of many northern musicians of the fifteenth and sixteenth

centuries are still unascertained. Moreover, the French school

proper, which dates no further back than the middle of the

seventeenth century, is not a direct consequence or outgrowth

of what I have called the Gallo-Belgian school. This latter

came to end, as an individual or independent school, quite

within the sixteenth century, Orlando Lasso (properly Roland

de Lattre) having died at a very advanced age in 1594. During

the first half of the following century (the seventeenth) the

history of French music is a blank, only relieved, if relieved it

G
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may be said to be# by the writings of a theorist, unquestionably

of great ingenuity and still greater industry. This was the

Pere Mersenne, who early in life took orders as a " Minim" (the

Minims were an offshoot of the Franciscans), and devoted his

leisure, or more properly his whole time, to the collection of

facts bearing on the theory of music, and to speculations growing

out of them. He lived, certainly under no very strict monastic

rule, in Paris, the friend and associate of the celebrated

Descartes. Mersenne would seem to have been the first to

call attention to a very important principle in the theory of

music,—that the sounds most consonant with one another

are those between which the simplest relations, or intervals,

exist. E.g., Two sounds an octave apart stand in the relation

of 1 : 2, whereas (to take an extreme case) two sounds a

major seventh apart stand in the relation of 8 : 15. Many
conclusions to which, with better opportunities of investiga-

tion, men of science have since arrived, are said to have been

anticipated by Mersenne. One in particular* respecting the

tension of strings, is noticed by M. Fetis as having been

reached by the altogether independent investigation of

M. Savart. But these and other of the more useful remarks

and more sober speculations of Mersenne are mixed up with

statements and propositions indicating such a large amount of

credulity and such a small amount of common sense, that the

former have now little chance of ever being separated again

from the latter. For example, he considers gravely, and at some

length, whether the temperament of a aperfect" musician should

be sanguine or phlegmatic, bilious or melancholy, in order that

he may be best able to sing or compose the most beautiful

melodies ; and even what should be the relative positions of the

stars at the moment of his birth. Moreover, he seems to have

* To raise a string the tension of which is eqnal to 1 lb. to its octave, a
tension equal to 4 fibs, is not (as might have been expected) sufficient. It

it is necessary to add £ of fib., i.e., ^ of the whole weight.
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been tormented by an indomitable inclination to wander from

the subject on which, for the time, he is professedly treating;

carrying his reader off, in every other sentence, at a tangent,

and offering some new and often irrelevant topic for his con-

sideration.

The writings of Mersenne are voluminous, but the majority

of his theories and discoveries are resumed in a work he

published in 1636, under the title of " Harmonie Universelle."

Even a more useful and interesting book of the same magni-

tude would hardly find many readers in the present day ; and

the curiosity of most of you will be satisfied with the state-

ment that the " Harmonie Universelle" is a closely printed

folio of 1500 pages. Mersenne died in 1648, at the age of

seventy.

Of music during the reign of Louis XIII. a few names, for

the most part of performers on the organ and the clavecin,

which have been preserved from utter oblivion in French

musical histories, are the only traces. Nor can the long reign

of his successor be regarded as one of the epochs of musical

history, however remarkable in other respects. Three musicians

only can be said to have added anything to the glories of the

age of Louis XIV.—Lully, Couperin, and Rameau; and their

influence even (unlike that of other really great musicians)

hardly extended, save indirectly, beyond the country in

which it was first exercised. Yet that in their several

ways they were gifted men, and men who had cultivated

their gifts, no one who has looked into their works or their

biographies would think of questioning. But before bringing

this triumvirate under your more especial notice, I must

introduce you to a composition by a contemporary musician

of smaller calibre and much inferior reputation, an incident in

whose life shows his master Louis XIV. in a very amiable light.

Henri Dumont, though a Belgian by birth, was by education

and residence a Frenchman. Early in his career (he was born

g 2
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in 1610) lie attracted the attention of the King, and was

appointed by him musical director of both the Chapels Royal.

During the first years of his reign his majesty was content with

a choir composed of singers, accompanied only, if at all, by the

organ. But the style of church music introduced by Carissimi

and his imitators, in Italy, which involved the employment of

other instruments, spread so rapidly and so widely, that by the

middle of the seventeenth century the Sistine Chapel was

almost the only one of note from which they were excluded.

Louis XIV. was not likely to be slow in adopting any practice

which might add, or seem to add, to the dignity of anything in

which he was concerned; and about the year 1670 he desired

Dumont to make arrangements for the addition of an orchestra

to the appointments of the royal choir. Dumont, now some-

what advanced in life, and perhaps a little diffident of his in-

strumental knowledge, pleaded one of the decrees of the Council

of Trent, wherein the employment of the harp, sackbut, psaltery,

and other kinds of instruments was, or seemed to be, prohibited.

On this the King, respecting the scruple of his chapel-master,

and unwilling to employ authority where persuasion might

suffice, consulted Harley, then Archbishop of Paris, on the

matter. The Archbishop decided that the intention of the

Council had never been to prohibit the use of instrumental

music in Divine worship, but only the abuse of it. Dumont still

protesting, the King, a short time after, released him from

further care about the duties, allowing him still to retain the

emoluments of his office.

The composition you will now hear is a very simple one. It

is a metrical psalm set, in a somewhat free style, for four voices.

The melody, which is striking and graceful, is I presume, like

the other parts, by Dumont. I scored it many years ago from

a set of old French part-books which were lent to me by the

late Dr. Barrett.
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But of far greater interest in every way than Dumont are the

three musicians whom I just now named, and of these again

the most interesting, to us English especially, is Lully; since

(as we shall see by-and-by) through him the Italian style of the

second period, with all that belongs to it, made its way into our

own country.

John Baptist Lully, like Dumont, was not a Frenchman by

birth. He was born, in the year 1633, at or near Florence

:

he even made acquaintance with the elements of music before

he left Italy ; for an old monk is said to have taught him to

play upon the guitar. At the age of thirteen he was carried by

the Chevalier de Guise into France, and placed in the establish-

ment of Madlle. de Montpensier, who, being possessed with a

fine lady's whim to have an Italian page, had commissioned

the Chevalier to bring her one. Here, his musical talent or

promise being accidentally revealed, he was placed, through the

instrumentality of the Princess, under instruction—of whom is

not recorded. His progress as a violin player and, in some

small way even, as a composer, soon began to attract attention

;

but he was eventually dismissed from a post that had been

given him in the private band of his benefactress, in conse-

quence of his having set to music a gross and indecent libel

upon her. This was but a foretaste of Lully's way of life,

which—it is grievous to have to say this of a man of

genius—proved to be the vilest and coarsest conceivable.

His morals and manners, however, do not seem to have stood

much in the way of his worldly prosperity ; at any rate, his

genius balanced any disadvantage to which they might have

put him. He procured admission into the famous band of

violins—the prototype of the " four-and-twenty fiddlers all of a

row" whom our Charles II. subsequently organized in England

;

he found favour with the King, the Princes, and a number of

the nobility, and by command of the King formed a second

orchestra, called " les petits violons," to distinguish them from
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the first, who were known as " la grande bande." For these

he wrote an immense number of pieces made up of dance tunes

—sarabands, courants, gigues, &c.—most of which, it is said,

are extant, though still in MS. He composed music also for the

majority of the Court ballets, in which, as is well known, the

highest personages of the realm, even the King himself, took

part. In the year 1664 he struck up an alliance with Moliere,

and from that time wrote the incidental music to all his plays.

Nor did he allow even this large amount of professional occu-

pation to absorb his whole time, or to prevent his cultivating or

exercising any faculty that would bring him favour, influence

or money,—for Lully added avarice to the number of his vices.

Like the latter, his talents were certainly very various. For

some years he danced in the Court ballets under the name of

Baptiste, not assuming his patronymic till he had made some

position in the world. Later, however, Moliere, persuaded him to

return to the stage, in the new capacity of a low comedian. He

played the part of the "Mufti" in "Le Bourgeois Gentilhomme,"

with great success ; and having displeased the King by some

outrage on propriety too gross or too overt to be ignored, he

restored himself to favour by his performance of " Monsieur de

Pourceaugnac," in the comedy of that name.

To his other gifts Lully added a vein of wit, none the less

abundant or effective for his utter disregard of time, place, or

person in the exercise of it. He may be said to have carried

impudence to a pitch of the sublime ; for he more than once

took a liberty with the Grand Monarque. On the occasion of

a performance at Court, the commencement was, from some

cause, so long delayed that the King sent word to him that he

was tired of waiting. " Le roi est bien le maitre," said he,

" il peut s'ennuyer tant qu'il lui plaira." His wit, or in this

case rather his humour, sometimes took the form of a grim

practical joke. Once, during a fit of illness, he sent for a con-

fessor, who, as a condition to granting him absolution, insisted



92 The Royal Academy of Music.

on his destroying the score of the last opera which he had com-

posed, " Arnride," then in rehearsal. The Prince of Conti

called to see him the same day, and hearing what had been

done, said to him,

—

" Why, Baptiste, how could you be so

foolish as to throw such a work as that into the fire ?"

" Hush ! hush ! monseigneur," said Lully, a I knew what I was

about ; I've another copy."

In the year 1 672, by discreditable intrigues, Lully obtained the

exclusive privilege, already accorded to others,* of opening in

Paris,under the title of Royal Academy of Music, a theatre for the

performance of opera ; and the fifteen years following this, down

to the year of his death, in 1687, are those during which he esta-

blished his claims to a place in the list of eminent musicians.

Odious as was the personal character of Lully, it is impossible to

deny him the possession of some very signal and great qualities.

His industry was prodigious ; his perseverance indomitable ; his

management of time, and his power of doing business would have

done credit to a Minister of State. He had to form, and eventually

succeeded in forming, his whole staff—actors, singers, orchestral

performers, dancers, scene-painters, dressers, mechanicians, and I

know not whom besides.- He seems to have possessed in perfection

the first of all powers for a public character—that of turning to

account the talents of inferior men. He employed such even

in the composition of his operas, restricting the exercise of his

own talent to things that he knew no one could do for him.

Powers like these, undisturbed in their exercise by scruples of

any kind, raised Lully to a high pitch of worldly prosperity, and

earned for him a very lasting reputation. Though his career

was a short one, he not only realized a great fortune, but

produced a number of works whose term of popularity has been

longer than that of any others of the same kind that have yet
»

* Among them Cambert, who died in England shortly after, ruined

and broken-hearted.
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been given to the world. The oldest operas of which it can, in

any sense, be said that they still "keep the stage" are the

" Alceste" and "Orfeo" of Gliick, first produced in 1761-4—just

a century ago. Several of Lully's operas retained their hold on

public favour as long as, and one of them even longer than,

this ; his "Theseus" produced in 1665, lived till 1768— i.e., for

a hundred and three years.

Lully wrote in all nineteen operas. The favour with which

the majority of these were received was no doubt partly due to

the novelty of opera itself, to the skill of the performers—for

histrionic skill is no new accomplishment in France—to the

splendour of the dresses and decorations, to Court favour and

fashion, and to the interest of the subjects of the libretti and

the tact with which they were treated. In the seventeenth

century the dramatic poet had but one difficulty in his choice of

subject

—

Vembarras de richesses. The world of history, of fable

and of fiction, classical and mediaeval, was all before him, where

to choose. The stories and adventures of Alcestis, Theseus,

Proserpine, Perseus, Amadis, Armida, Acis and Galatea—beau-

tiful always and then new—were some of the canvases whereon

Quinault was to draw his outlines, and which Lully was to make

glow with colour. But the skill neither of the poet nor of the

theatrical machinist has ever alone made an operatic success

;

and such success as is due altogether to style of performance

dies of course with the performer. Some of Lully's operas, I

repeat, kept the stage for a century; and this unparalleled

longevity must be attributed in a great measure to the music,

which, however wanting in charm much of it might prove to

us, had once the merit of novelty, is often beautiful in itself, and,

so far as I have been able to study it, is eminently dramatic

—

i.e., appropriate to the characters whose means of expresion it

is, and to the situations in which they are thrown. Satisfactory

proof of this could only be obtained by what we are none of us

ever likely to witness—a theatrical performance of one of Lullv's.
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operas. But something may be made of extracts,, and I will

now ask you to listen to two.

The first of these is a Recitative and Air from the opera

" Perseus." It falls to the share of no less portentous a per-

sonage than Medusa, and is in the opera assigned to a tenor

voice. This falsification of sex is, of itself, an exceedingly

ingenious contrivance. A tenor, I need not say, is and has

the effect of a high voice under ordinary circumstances ; but

a tenor voice, issuing from a mask—a head still beautiful,

though now so terrible as to turn beholders into stone—sur-

mounting a female figure, would come upon the ear, not with its

accustomed effect, but with an effect of preternatural, and to the

ordinary hearer, unaccountable depth. Apart from these acces-

sories and the scene, Lully's intention will, I think, be better

realized by a contralto voice. I have therefore ventured to

transpose this song from F into C.

In the first, or declamatory, portion, the expression of the

very fine words, has no doubt, been the principal consideration

with the composer. He has, however, not forgotten, in an

over-attention to their sense, accent and quantity, that he had

to express them through music; nor that, in setting them, he

was subject to the conditions of musical art. The train of

modulation, though varied and spontaneous, is thoroughly

musician-like. The air, though stately, as suits the personage

to whom it is assigned, is flowing and becoming to the voice.

The accompaniment, to the recitative more especially (I have

made not an " arrangement" but a literal transcription of

the score), is most masterly, and shows that Lully was quite

aware, among other things, how much the effect of a voice part

may be increased by keeping the instrumental parts clear of it.

A song of a very different character, from the opera "Roland,"

will I think give you as high a notion of Lully as a composer of

bright and clear melody as you may derive from the first song

in respect to his energetic expression.
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SONG.—ROLAND, COUREZ AUX ARMES.
From the Opera " Boland" 1685. J. B. Lully.
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As in other countries, side by side with but overshadowed by

vocal, instrumental music made some progress in France during

the seventeenth century; Mersenne makes mention of a good

many instrumental writers and performers living in his time,

the first half of it. But, as I have said before, they are, for the

most part, to us mere names. Considerable interest in one of

these has however been created or revived in our own time

;

and to it I must now call your attention.

Like the name Bach, the name Couperin represents an illus-

trious musical family, as well as an illustrious musician, the

biographies of no less than ten members of which—two of them

women—have been thought worthy of record. For the

moment 1 shall only speak of Francois Couperin, one of the

second generation known musically, and surnamed " Le Grand"

in consequence of his superiority, as a performer on the organ

and harpsichord, to all contemporary Frenchmen. This of

itself would argue relative rather than absolute merit ; for in-

strumental performance was no doubt at a low ebb in France at

the beginning of the last century ; but as Couperin lived at the

same time as Louis Marchand, a performer who, however

unworthily, was once induced to enter lists with the great J. S.

Bach, and as Couperin was thought superior to Marchand,

there can be little doubt that the former was a great performer,

none whatever that he was an ingenious, tasteful, and effective

writer for his instrument. I will only preface the introduction

of a specimen of his composition by saying that Le Grand

Couperin was born at Paris in 1678, and died in 1733, and that

he held the offices of organist in the Church of St. Gervais

and the Chapel Royal, and of clavecinist to the King. The

majority of Couperin's compositions are distinguished by titles

indicative of some idea, person, or condition of mind which

may have suggested them. That which you will now hear i&

entitled " La Voluptueuse."
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LA VOLUPTUEUSE.

Andantino. (J = 54.)
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But the greatest musical name of the first half of the last

century (the end of the third period) in France, is that of

Ranieau, whose long and interesting career deserves more time

and attention than we shall now have to give to it. He was

born at Dijon in 1683, visited Italy early in life, and afterwards

became a pupil of Marchand. Unsuccessful in obtaining a

position in Paris, he accepted the office of organist to the

cathedral of Clermont, in Auvergne. Rameau's residence in

this remote and quiet city proved singularly favourable to

the prosecution of certain researches in which he had long

been engaged ; and these resulted in the completion, after

four years' labour, of a treatise on the science of Harmony.

Proverbially " Paris is France •" and to bringing his discoveries

before the world, a residence in the capital became or seemed

to Rameau an indispensable preliminary. There was an

obstacle to this, however, in the agreement which he had made

with the Chapter of Clermont to hold his office for a term of

years, which agreement the Chapter, proud of their organist,

altogether refused to terminate prematurely. Whereupon the

too competent subordinate hit on an expedient more creditable

to his cunning than his professional pride, and took to playing

so abominably that the Bishop and his clergy were only too

glad to come to any arrangement that would relieve their ears

from the torture to which Rameau daily subjected them. Un-

willing, however, that the unfavourable impression produced

by his temporary musical aberrations should be permanent, the

recusant organist is said to have poured forth such a rich and

varied stream of harmony on the congregation at his farewell

performance, that his late masters would willingly have re-

scinded his order of release. But it was too late.

Rameau arrived in Paris in 1721, and in the following year

brought forth his " Traite d'Harmonic" " This work/' says

M. Fetis, " was at first not at all understood y" but the critiques

upon it, though unfavourable, were so far advantageous to
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Rameau that they drew public attention upon him. Some

pieces of vocal and instrumental chamber music which he

published about the same time increased his notoriety ; and he

soon found office as an organist, and large occupation as a

teacher. Desirous of distinction in every branch of his calling,

he connected himself with Piron, the dramatist, and by way of

preparing himself for greater undertakings, wrote much inci-

dental music—choruses, dances, &c, for Piron's plays. In 1726

he published his " Nouveau Systeme de Musique Theorique,"

and in 1732 his " Dissertation sur les differentes Methodes

d'Accompagnement pour le Clavecin et pour POrgue." In this

same year, having arrived at the age of forty-nine, he succeeded

in making his debut as an opera composer. His first work,

" Hippolyte et Aricie," was coldly received. Nor is this in the

least surprising. For half a century past the music of Lully

had exclusively occupied the Parisian ear and, as a consequence,

formed the Parisian taste ; and any deviation from the Lullian

style was regarded as the rankest and most unjustifiable musical

heresy. The boldness and originality of Rameau were obstacles

to his success—at first. Combinations which, so soon as the

public ear had become habituated to them, were called vigorous,

expressive, and original, were, on their first performance,

denounced as cacophonous, unmeaning, and extravagant; and

their author was accused of indulging his own perverse passion

for " harmonic experiments" at the expense of his Public's

organs of hearing.* As a matter of course—for no musical

inventor has escaped this—his music was pronounced altogether

* The following is one of many contemporary epigrams to the same
effect :

—

Si le difficile est le beau,

C'est un grand homme que Rameau
;

Mais si le beau, par aventure,

N'etait que la simple nature,

Quel petit homme que Rameau !

" Le beau" in Art is surely not identical with " la simple nature/'
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deficient in melody, which is often tantamount to saying that it

does not abound with familiar and commonplace passages. The

music of Rameau however did succeed eventually in making

its way to the hearts of his countrymen, and during the re-

maining thirty years of his life (he died in 1764, at the age of

eighty-one), he continued in undisturbed possession of the high

place he had so slowly and painfully won.

The theoretical writings of Rameau have been translated into

many languages, and his theories have been accepted or

rejected—certainly, studied—wherever music is regarded as a

matter worthy of serious consideration. Perhaps the rank

assigned to him as a discoverer, by his countrymen, is rather

higher than foreigners may be disposed to think him entitled

to. His clearness of view and power of statement it would be

difficult to overrate ; and, at the lowest, Rameau is entitled to

the credit of having been the first writer who ever attempted

to systematize, account for, and reconcile a number of facts

which, before his time, were held to be unconnected, incon-

sistent, and irreconcilable with one another. His vocal music,

like that of Lully, has never made any success—indeed, it has

rarely travelled—out of France ; but some of what he no doubt

regarded as the least important of his works, his compositions

for the clavecin, have found very general acceptance and

favour. Examples of these are not unfrequently met with in

collections of pianoforte music; but I know not whither to

refer you for specimens of his vocal compositions. The

following Quartet will probably be new to most of you. It is

from his opera " Les Indes Galantes," produced in 1735, and

therefore one of his earliest essays in dramatic music. It pre-

sents many instances of those bold—or harsh—combinations

for which Rameau has been both praised and blamed (note

especially that in the last bar but four) ; but the composition

has at least the merit of being vigorous and well-sustained.
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QUARTET.—TENDRE AMOUR.

From "Les Indes Galantes." J. B. Rameau.

Andante.
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Of the numerous assailants whom the theoretical writings,

the music, and the somewhat acrid temper and angularity of

Rameau raised up against him, not the least formidable was

J. J. Rousseau. For anything like general considerations of

the character and writings of Rousseau this, of course, is not

the time ; but music occupies so large a space in his writings,

and so greatly influenced his life, that it is impossible to dismiss

even this very imperfect outline of French musical history in the

third period without some notice of both.

Rousseau would seem to have been gifted with a fine musical

organization, and under favourable circumstances he might

have been made a musician. The time—and it was a good

deal—which he devoted to music was about equally divided

between sneering at everything which, for the last four hundred
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years, musicians and the mass of mankind have agreed to call

music, and striving to make a reputation as a practitioner of

this very art. His writings abound in disparaging contrasts

between modern music and the music of the ancients—what-

ever that expression may mean—and in abuse (I can call it

little else) of every artifice which gives interest to modern

musical practice. His letter " Sur la Musique Francoise" is

the best-known and the most accessible of these writings, all of

which however will reward perusal ; for Rousseau, I need not

say, is always readable, whether he treats on a subject of which

his knowledge is profound or his ignorance absolute. The

apparent object of this letter is to prove that the French language

is little fitted for poetical, and quite unfitted for musical, expres-

sion ; and he inaugurates the demonstration of this thesis by

this remark :

—

" I do not hesitate to address mvself on this

subject to poets ; but as for musicians, no one would think of

consulting them on any matter requiring the exercise of reason."

His real object in the letter would seem however to have

been to glorify melody at the expense of harmony, and to show

that the chief obstacles to the perfection of modern music con-

sisted in everything in relation to it worthy of the name of

science. " The only effect," says he, " which can result from

the aggregation of a number of melodies individually good is

that they destroy one another, for it is impossible for the ear to

take in at the same instant 'several melodies." Here we have

a not uncommon example of generalization from a particular

instance. That Rousseau's ear could not take in more than one

melody at a time was likely enough ; that hundreds of ears can

do so is a matter of daily experience. Again, he says of the

orchestra,—" to make the violins play this passage, the flutes

that, and the bassoons the other, each having its own particular

design, and to call this chaos music, is to insult alike the ears

and the judgments of an auditory." But the following is still

more curious, not merely for the sentiment but likewise for the
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illustration :

—

" As for fugues, double fugues, fugues by inver-

sion, augmentation or diminution—as for ground basses and

other preposterous difficulties, tbat neither the ear can endure

nor the reason justify—they are evidently relics of barbarism

and bad taste which remain, like the portals of our Gothic

churches, to the shame of those who have had the patience to

build them."

With audacious inconsistency, the author of this and much

more to the same effect produced several operas—the music as

well as the words professedly his own;—not monophonous operas

" after the manner of the ancients f' not revivals of that pure

and beautiful Greek music which sweetly and submissively and

subordinately contented itself with lending an additional grace

to poetry ; but unequivocal operas in the modern sense of the

word, with duets, the parts of which were neither in unison nor

in octaves, unless by accident, with concerted pieces still more

widely divergent from classical usage,—nay, even an overture :

—

all these accompanied, not by the pipe of Pan, the lyre of

Mercury, the salpinx, the syrinx, the cithara, the chelys, the

psalterion, or the tibia utricularis, but by those Gothic abomi-

nations, the violin, the viola, the violoncello, and the violone

—

the self-same implements by the use of which Lully and Rameau,

Scarlatti and Pergolesi, Handel and Bach, had been debasing

the public taste for half a century before.

Rousseau's attacks on Rameau were not unprovoked. The

former began his musical career by that commonest and easiest

of all musical transactions—the invention of a new system of

musicography. Unable, as indeed he remained to the end of

his days, to master the alphabet of modern music—the only

alphabet which has ever had the slightest pretension to the

epithet H universal"—he set to work to devise another. This

however the world obstinately refused to adopt, notwith-

standing his eloquent plaidoiries against all existing alphabets,

and in favour of his own. It was not exactly the old story of the
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fox that had lost his tail, but rather of a single and exceptional

" tailless variety" of fox who had never known the advantage of

that comely and convenient appendage. This scheme proving

abortive, he turned his hand, as I have said, to opera. His

first attempt was entitled " Les Muses Galantes," which was

actually performed in Paris, at the house of the Fermier General,

Popeliniere. Rameau, who was domestic musician-in-chief to

this establishment, took part, as a matter of course, in the

rehearsals and performance of this opera ; and declared, very

ineloquently no doubt, but very decisively, that it was the work

of two hands, the one an artist, the other an utter ignoramus.

Five minutes' association at a rehearsal must have convinced a

musician like Rameau that the better parts of " Les Muses

Galantes" could not be the work of Rousseau ; and Rameau, as

it was not in the least likely that he should, did not conceal his

opinion. Rousseau never forgave him.

Some years of subsequent undirected and fitful application did

however give Rousseau some knowledge of the science about

which he had already written so much and so disparagingly.

<( Docendo disces" might have been his motto in respect to the

theory of music. In the art he made little improvement; never,

it is believed, having attained to anything beyond the slowest

appreciation of the relations between notes and the musical

effects represented by their infinitely various combinations and

successions. The cause of this is simple enough. Rousseau

had never received any systematic training in music at the only

time such training can be effectual. This is greatly to be

regretted. His musical organization was undoubtedly fine ; and

had he fallen early enough into good hands, he would no doubt

have done something both beautiful and original. His compo-

sitions, or rather concoctions, which have seen the light, timid

and laboured as they are, give evidence of far better intentions

than their author was at all able to carry into effect. He would

seem to have been the first composer who added instrumental
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accompaniment to spoken dialogue—a use of the orchestra

which, though seemingly calculated to impair the reality of

dramatic performance, is unquestionably very effective ; serving

to point and intensify action, while adding to it the charm of

another art.

Rousseau made several attempts, besides that I have already

mentioned, at dramatic music. One of these, and one only,

attained anything like success, " Le Devin au Village/' which,

first performed in 1752, kept its place on the French stage for

sixty years. Rousseau's claim to the authorship of the music has

been again and again contested, but it is now generally agreed

that the essential portions of the work were his, though in some

of the details he must have received help. The music of his

melodrama " Pygmalion" has been attributed to a musician

named Coignet, but no claimant has been set up for that of the

" Devin au Village." The posthumous collection of vocal music

which he entitled "Les Consolations des Miseres de maVie" is un-

disputedly his work. It consists wholly of airs of the most simple

construction and, generally, plaintive character. In going over

them some years since I marked those I thought worthy of

especial note. The two best of these few you shall now hear.

The first, " Je l'ai plante," is a very favourable specimen of

Rousseau's manner—a simple and unpretending, but surely

very touching melody. The slight variation at the end of the

last stanza is the composer's own.

The second song is fairly entitled. to such admiration as is

due to every contest with difficulty, even though it be self-

imposed. The melody consists of only three notes. Why a

song should be constructed after the pattern of an orchestral

drum-part might have puzzled even its eloquent author to

explain. The result, however, is quaint and pleasing. The

first phrase will remind you of the well-known French air, " Au
Clair de la Lune." Whether of the two airs was composed

first I am unable to say.
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AIE DE TEOIS NOTES.—QUE LE JOUE ME DUEE.

J. J. EOUSSEAU.
Allegretto.

£zjEzzjzz^3zrj*^ zz=

Que le jour me du

He - las! si je pas

Le cceurme pal - pi

re, Pas - s6 loin de toi,

6e Un jour sans te voir,

te, Quand j'en-tens ta voix,

5Z=5I&
=z=iLzrftz±

rzziz^zg :

• 3zzz|r*zzz--zz^=^r.jzfzi

te la na - tu

cher-che ta tra

monsang s'a - gi

re N'est plus rien pour moi:

ce Dans mon d£s - es - poir \

te Des que je te vois:

--* ^—=l_«_izzl^—,,—=£i_zc-!_^z=i_=! i-i^a^jL^

fc*
^zirr*z:Ej==}=z*=r=^E£ :z*

Le plusverdboc - ca

Quand je l'ai per - due,

Ou - vre tu ta bou

ge, Quand tu n'yviens pas,

Je res te a pleu - rer,

che, Les cieuxvonts'ou-vrir,



124 Que le jour me dure.

^^^^^^^^E3=
qu'un lieu sau - va

ame 6 - per - du

ta main me tou

ge, Pour moisans ap - pas.

e Est presd'es-pi - rer.

che, Je me sens fre - mir.

PPi^ppy^^
m 3:

?= 1



LECTURE IV.

GERMANY.

HEINRICH SCHUTZ CANTATA, " THE FINDING OF THE

SAVIOUR" THE THIRTY YEARS* WAR—ORGANISTS AND

ORGANS THE CLAVICHORD GEORGE MUFFAT " NOVA

CYCLOPEIAS HARMONICA^ REINHARD KEISER— AIR,

" O ABBA, FATHER" HASSE AND GRAUN J. SEBASTIAN

BACH RECITATIVE AND AIR FROM HIS PASSIONS-MUSIK

C. E. EMMANUEL BACH FANTASIA.





LECTURE IV.

GERMANY.

Germany contributes some great names to the history of the

third period : though the third is not the great period of

German musical history. Handel's long expatriation almost

warrants our excluding him from the list of German musical

worthies. The most important works of Gliick belong rather

to the beginning of the fourth than to the end of the third

period. Moreover they owe much to foreign inspiration ; for

the two " Iphigenies" and " Armide" are, all three, French

operas—the earliest only begun in 1774, when the composer

was sixty years of age. The name of John Sebastian Bach is

truly a great one : but what single name, however great, can

be put in comparison with those which make up the glorious

company that succeeded him—Haydn, Mozart, Beethoven,

Schubert, Spohr, Weber, Schumann and Mendelssohn ?

I have on a former occasion shown how largely indebted is

the Italian School to the Belgian, and how much of its develop-

ment, if not of its inspiration, the former owes to Josquin Des-

pres, Goudimel and others who, in the first half of the sixteenth

century, introduced the artifices of part-writing to the South of

Europe ;—for these men were the teachers of Palestrina and

others, through whom their traditions, widened, deepened and

beautified exceedingly, have been passed on by careful and

reverential hands almost to our own time ; since, so late as 1714,

Tommaso Bai made an addition, which has proved permanent, to

the music of the Holy Week at Rome, and Janacconi, musically
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the last of the Romans, lived till the beginning of the present

century (1816).

The obligations of the Italians to their Northern teachers

have been amply acknowledged ; and, it should be added, re-

turned with interest. To the Italians recent German music

owes much, directly and indirectly. We shall see by-and-by,

for example, what the School of Naples did for the Anglo-German

composer, Handel. But for the moment let us confine our

attention to a more distant example in every sense, one to whom
/the Germans themselves have given the honourable and affee*

tionate title of " the Father of German music." This patriarch

of harmony, Heinrich Schiitz, whose name may now be heard

by many of you for the first time, was born at Koesteritz in the

Voigtland, in 1585. His beautiful voice drew attention to him

as a boy, and, by a rare deviation from the ordinary course of

things, was a means of, not an impediment to, his receiving a

good general education. He distinguished himself very greatly

at the University of Marburg, especially in the study of juris-

prudence, cultivating his talent for music meanwhile with great

zeal, and such success as to attract the notice of the Margrave

Maurice, who sent him, at his own charge, to Venice, to study

under Giovanni Gabrieli, then at the very height of his celebrity

as a composer and teacher, but unfortunately nearly at the end

of his career. The intimate relations which existed at this time

between Venice and the great commercial cities of Germany

rendered this a very natural proceeding. Venetian art was no

/less familiar, in the sixteenth century, to the citizens of Dresden

/ or Nuremburg, than Venetian commerce. Gabrieli's relations

/ with the North of Europe were close and extensive. He was

/ again and again tempted to take up his residence in this or that

German Court or Capital, but the attraction of his native city

was too strong for him. He never quitted Venice. Some

notion of the estimation in which he was held by his contempo-

raries may be got from the following passage, written many



Schulz. 129

years afterwards by Schiitz himself ;—" I served my first

years of apprenticeship in music under the great Gabrieli

:

Ye Immortal Gods, what a man was that ! If the ancients,

so rich in expression, had been acquainted with his powers

they would have set him above the Amphions : and if
"—here

Schiitz touches, or oversteps, the confines of the sublime—" and

if the Muses had been inclined to enter the marriage state,

Melpomene would have desired no other husband than he, so

great was he in his art."

Schiitz remained at Venice three years, at the end of which

(in 1612) Gabrieli died. He then returned to Germany, whence,

after sixteen years of residence, he was driven, by the misery

and confusion consequent on the Thirty Years' War, then in its

tenth year. He returned in 1628 to Venice, not merely as a

place endeared to him by a thousand pleasant reminiscences, the

sight of which—after a sixteen years' episode, including much

domestic affliction, as well as an unavoidable participation in

public calamity—would in some sense renew to him the time of

his youth, but for a special reason which he himself has taken

the trouble to record. " I returned/' he says, " to Venice, to

make myself acquainted with the new kind of music which had

been developed there since I last left it." This expression,

" new kind of music/' refers of course to the compositions of

Monteverde and his imitators, of which I have already so often

spoken, and affords "in itself a valuable piece of unconscious

and incidental evidence of the importance attached to it by

Monteverde's contemporaries.

After a residence of six years in Venice and other Italian

cities, Schiitz returned to Germany, to find less opportunity

than ever for the exercise of his peaceful art. He passed on to

Copenhagen, where, meeting with a very enthusiastic reception,

he remained four years, returning for a short time to Germany,

then back again to Denmark, and finally to his native country,

never again to leave it. The last years of his life were passed

K
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in Dresden, where he died, in the year 1672, at the good old

age of eighty-seven, in the fullest enjoyment of

that which should accompany old age,

As honour, love, obedience, troops of friends.

The career of Henry Schiitz resembles in many respects that

of his great countryman, Handel, and in none more than its

termination. Schiitz, like Handel, gave up his last years to

the composition of sacred music, doubtless with the same

feeling as that which actuated Handel ; because, as the latter

is recorded to have said, the composition of sacred music

especially became a musician descending in the scale of years.

In one important particular these two distinguished men differ.

Handel, early in life, threw off all connexion with his native

country. With insigDificant exceptions, his operas were all

Italian, his oratorios all English. Schiitz, with all his wander-

ings, never lost his nationality. He is essentially a German

—

a composer and a man of whom his countrymen have just

cause to be proud. With the exception of a book of Madrigals

published in 1511, during his first residence in Venice, and a

few Latin motets, all his numerous compositions were inspired

by German texts. These are for the most part sacred works.

He is distinguished, however, as the composer of the first

German opera-—a translation by Opitz of Hinuccinr's " Daphne/'

This work, the composition of which is an epoch in the history

of music, was produced in 1627.

Copies of the printed works of Schiitz have now become

exceedingly rare ; nor do we often find even fragments of them

among the selections and collections of Ancient Classical Music,

so many of which have of late years issued from the German

press. Three of his arrangements of ancient chorales are given in

Winterfield's " Evangelische Kirchengesang ;" but several much

more characteristic specimens of his manner may be found in a

very recent and more accessible work, Reissmann's " Allgemeine
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Geschichte der Musik." Some of these are extracted from

a composition in MS., in the public library at Dresden, " The

Passion/' four settings of which, after the accounts of the four

Evangelists, Schiitz made in his eighty-first year. In these

the several acts of that tremendous drama are presented in

music of extraordinary energy, variety, and appropriateness.

There is possibly some even earlier work of the kind with which

I am unacquainted ; but, so far as my own reading extends,

Schiitz's " Passion according to St. Matthew" is the type not only

of the more elaborate treatments of Bach and Handel (for two

early works of this kind by Handel have recently been made

known), but of that class of oratorio of which Mendelssohn's

" St. Paul" is so fine an example, and which the unfinished

" Christus" by the same master promised at least to equal.

A performance of these choral fragments, not by a chorus but

by a quartet, and detached, as they must be, from their context,

would convey but a faint idea of their effect in the work to

which they belong, especially having regard to its early date.

Another work which I have been fortunate enough to find will

give you, I think, a better idea of the genius and culture of this

composer. It is a sort of little oratorio or cantata—a musical

illustration of that touching scene of which so fine and original

a pictorial illustration has recently been given by Mr. Holman

Hunt—the finding of the Saviour in the Temple. It is, fortu-

nately for our present purposes, not long, and you shall hear it

entire. It consists of an introduction for stringed instruments,

a duet for Contralto and Bass, and a solo for a Soprano. In

the introduction, which is in five real parts, the second sub-

ject of the duet which follows it is incidentally treated, quite

in the manner of a modern overture. For the sake of contrast

and keeping, this duet is accompanied by a bass and clavichord

only, but in the concluding solo the stringed instruments are

re-introduced, doubtless with a view of giving it greater dignity,

and concluding the work with more striking effect.

k 2
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It is one of the most curious facts connected with the history

of music that, at the close of the Thirty Years' War, Germany

was found to be provided, and not at all insufficiently, with a

body of very learned contrapuntists and skilful organists

;

proving, of course, that an art and science which one would

picture to oneself as the very incarnation of political quiesceoce,

had found diligent practitioners and students during the most

sanguinary and protracted struggle that had ever cursed a great

and civilized nation. Such, however, was the case. The Thirty

Years' War extended from 1618 to 1648. During those years,

Hans and Christopher Each, Schiitz, Scheidt, Scheidemann,

and many others, cultivated, practised, and must have taught

their art ; since they were almost immediately succeeded by

J. Amboise Bach, Kerl, Froberger, Theile, and Zackau, who,

in his turn, became nothing less than the teacher of Handel.

Again, skilful organists imply of necessity organs of a certain

scale, completeness, and finish. Of all musical performers the

organist is most at the mercy of his instrument, perfection in

the complex mechanism of which, is simply indispensable to

effective performance. Before the middle of the seventeenth

century the organ must have attained to something very like

perfection in Germany. Indeed, before the expiration of the

preceding century (the sixteenth) almost every essential pecu-

liarity of the modern organ was invented,—registers, stopped

pipes, reed and various imitative stops, and pipes of small scale.

So also the key-board had been extended to four octaves (nearly

its present compass), and the pedal-board (an invention of the

fifteenth century) had been universally adopted. It would be

reasonable to suppose that during the Thirty Years' War more

organs were destroyed than built
;
yet it is certain that it was in

the course of the seventeenth century that Germany became,

above all others, the land of great organs and great organists.

Nor were the domestic keyed instruments less cultivated in

Germany, at the epoch of which I am speaking, than those
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whose use was limited to Divine Worship. Several of the

organists whom I have named were able to touch with equal

skill, and hardly less science, the clavicytheriuni, the clavichord,

and the spinet. Others devoted themselves to this class of

instrument exclusively. Of these one of the most distinguished

was George Muffat, who early in life found his way to Paris,

and received instruction from Lully. He began his professional

career as organist of the Cathedral of Strasburg, from which

city, being driven out by one of the " Crusades" of Louis XIV.,

he proceeded to Vienna, and subsequently to Rome, where he

resided for several years. In 1690 he returned to Germany,

and became organist and chapel-master, first to the Archbishop

of Salzburg, and then to the Bishop of Passau. The year of his

death, as of his birth, is unknown. These particulars, with some

others, are recorded in a preface to one of his works (a collec-

tion of instrumental concerted pieces), written in four languages,

Latin, Italian, French, and German. Muffat was evidently

desirous of securing to himself a large public.

In one of his works, entitled " Apparatus Musico-organis-

ticus," published at Augsburg in 1695, is a piece called " Nova

Cyclopeias Harmonica," a title which may have suggested that

of the more recent " Harmonious Blacksmith." It consists of

an Air in two sections, followed by another headed " Ad
Malleorum Ictus Allusio," to which are added seven variations.

This melody is singularly constructed ; it begins with a sequence

formed by the repetition of the initiatory phrase, which is in

C, first in A minor, then in F major. The variations are devoid

of those extended arpeggios which afterwards became so

common ; but they are crowded, to excess, with shakes, trills,

and mordenti ; indeed there is hardly a place in them which

would bear a shake which is left without one.

There is a piece in Dr. Rimbault's History of the Pianoforte

by Theophilus Muffat, which contains the germ of HandeFs March

in " Judas Maccabeus." This composer was the son of George

Muffat, whose "Nova Cyclopeias Harmonica'' you will now hear.



Muffat. 143

TOCCATA.
Georg Muffat.

Aria. M:3Itt-4 I

-o-^—m-

tf
3tZ^gEJbj 5^1

ty - -

^^3E 3=*
4rHf^- Q *-

ifc^
eg u-^ r-L r !

J-'v J jl
tzstz—

i

:p=fc

i

tr fcr

•-•- :p=^
-/-=}-

^
I

f=*
&ES

OEEtE
«j -^ • Ptf.

r
fe53t#

**= •—

^

-F
—=Hr-F^

-£-:-•- f—•-&

fr$FFI
ij

-s>-^-

fcir

fr

..... F,4 ^=^F-» !-•

•

—

<s>-

TP F
:s=*at i_©-:|?:——r^— m tt» —m—c ^F

7>

I

±=&3=*±

i I r p -J- p

fT
-t :*zs±^

F—5- -P—

-

—«—<s>- -<£?-

qsc
ifci

-^^

—

L



144 Toccata.

rvh-
•

—

il l 1-

k_ 1 ,,_«

—

m
i. M-
t~. 1

1

&-

B̂-&-
i*

" i 5

.4^ malleorum ictus allusio.

i !
*

£
^1" H P

J T^15^.—

I

\ 1—f=* -4—fr-F i=ia—^-ZTIBZ?

?si=^iMi^EifEifea^s

-—©- ^fefeS^I
tr

nsff i
JT~!?5- ^ ^ "^
F

-•- T^" ^
^MM^ffi

tr

tr

i I 1
dim. I

m^-Sh

ei

i?r
-s

cres.

S t*=§=fe zfcg—a:

F=F=f=T±fFpFf
i^

-#—•- -• •-

tr tr tr

~£~ri-*-tiV
^tr

Kp^^^i
-•- -e>-

^ tfc*gEE?F=^ :=1
fr-|~r-y^p:

l
r i U



Mufat. 145

fefe ^Sp*.. ^^r^n n-±=j=*Hz=^±
1|/f-

-s» • -6?- *

-F a-

J- I I . 1 i

f.zqr ° jj—

T

PsS^E±B"1—3TR==*3=p?= m m:

SW=3=E A
7r r Ft

3^;fTT7

j

«r

P* i4*W +4
-*-]—ft=*=:

i-' 1»l|E3 -©- -<s>-

"P"

^—frr-P
2t

EEE H
5—

•

3i—i:

ZZ

p 3 tia-

i .

r i ^ -iii



146 Toccata.

'i i
" i"

J* -19

-1
1

I I I I I
— III I I I I l-T

{* -&- (* -p-

BEJE^E^gEFFffT-^a ^T5=Pprm
i i

«=tt
i i i-

tr tr

_J—J _^—ff—A J L

:J:

7 r r -0- -Gh

zfcjt

f-f f T
^^=^^1

i*
~~*-r?

i

4ta,

J j
> 1 ^_ jr tr

= F » = F— I—=—ft 1—F- -1

—

-—
I I -F—h-r—» I I F^=E=f=^=E^S£B

ŵ*
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The history of German opera is commonly considered to

begin with the works of Reinhard Keiser, though, as we have

seen, he had a predecessor in Heinrich Schutz. Schutz,

however, seems to have had no imitators or immediate suc-

cessors.

Reinhard Keiser was born at a village near Leipzig in 1673.

His musical education, begun by his father, was completed in

the celebrated School of St. Thomas, at Leipzig. The parti-

cular bent of his genius showed itself early ; he produced his

first work, a sort of pastoral, at the age of nineteen, and his

second, an opera, " Basileus," two years afterwards.

He entered on his career at an auspicious moment, when the

German operatic stage, recently altogether dependent on Italian

or French sources, or at least on works of foreign model, was

beginning to tolerate and encourage native efforts. Attracted

by reports of the flourishing condition of the theatre at

Hamburg, Keiser succeeded in getting his opera played, and

eventually in making himself a position, in that city. This

he held for forty years, in the course of which, besides much
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other music, he composed and produced, according to a contem-

porary biographer, as many as a hundred and sixteen operas.

Extravagant encomium is no novel characteristic of musical

criticism. The somewhat wasteful expenditure of laudatory

epithets which come daily under the notice of all of us—espe-

cially in respect to music of whose excellence no one entertains

the smallest doubt, and musicians who have long been in every

sense beyond the reach of praise or blame—would seem to be

as old as music itself. To tell you, therefore, that Keiser's

contemporaries and immediate successors spoke and wrote

about him as the greatest genius the world had ever seen, would

be to tell what has been said and written many times before

about many other people. Contemporaries like Mattheson and

Hasse, however, compel our attention ; and it would have been

difficult for them to have spoken of Keiser—of his originality,

fecundity, and science—more highly than they have done.

When we learn too that Handel made the first use of his liberty,

as a young man, to visit Hamburg during Reiser's reign,—that

he was content to enter his orchestra in quite a subordinate

capacity, evidently that he might have opportunities of studying

his modes of operation as a composer and conductor,—we are

obliged to believe that in Keiser we have to do with a man of

altogether exceptional powers. Circumstantial evidence is the

more valuable in this case on account of the extreme rarity of

copies of Keiser's works. Few of his operas, to which he

owes most of his fame, were ever printed in any complete form

;

even the titles of a very large number of them are irrecoverably

lost ; and of his other works copies are so rare as to be, for

all practical purposes, non-existent. There are, however, in

Winterfeld's " Evangelische Kirchengesang/" a few extracts

from one of his Sacred Works, " The Passion," a subject

treated by almost every eminent composer of the third period.

One of these, an air for a bass voice, with an oboe obbligato,

you shall hear.
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SOLO.—O ABBA, FATHER!

From " The Passion," Luke xxii. 42.
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Î s^agEEEEg r»T^fffffim
^^^i^^^Hiii
aEE srz3=*

•*—

*

asS=a |e§=£
-p

—

n- ^'-=m£*
Ne - ver - the - less not my will, not my will, but^ '-—F—T—E—•—

P

--7
•-•—s—•— •

gj—«- ^ -•—•- ^m-*—& -9 •-
1

BEE
-•—•- p=p^ r r r r"^T"l



Keiser. 155

ee^-*- *

s
±

-£ ¥=*^H^-fc^^ a=^;
Thine be done, Ne - ver - the • less not my will, not

*

5—

^

:

js^&#

a 3:=*:

—Efe—I-- S5 2S

fe_^^fe£i^f^

ffi>

my will but Thine be done.

i^
g .

l
|
^q=T^—J—J—!—I

—

t—

I

-M—J—,-£5 i

<^^^^^m t=t=.
^t=

BEE
P-b ft

J, h***-, r-f f• f•• pdt.
fe
_

&y-^tfFj
•ffH F J

dpi »it
-| r-NT—I

—I-
i I

- —J 4~w

F ftp
—s—r* ?=f — h-



1 56 Hasse and Graun.

I had not long been engaged in the preparation of these

lectures before I found that I had undertaken to do more than

I should have time for. I shall not trouble you with any

regrets at having to dismiss briefly two men whose names figure

in my syllabus— Hasse and Graun—men whose careers and

whose fortunes present many points of resemblance, both of

whom enjoyed, during their lives, at least as much public

favour as they deserved, and one of whom, Graun, still main-

tains, in his native country, an amount of it that it is not easy to

account for. The u Tod Jesu" and the " Te Deum" of Graun are

still, I believe, often performed in Germany ; but Hasse is to

the world at large, Germany included, now a mere name, and is,

I think, likely to remain such. Yet (so much harder is it to

estimate contemporaries than predecessors) among the many

compliments paid to this composer during his lifetime, Hasse

actually received an invitation to visit this country—as the

rival of Handel ! His own estimate of himself was, however,

lower and juster than that of his inviters ; for his answer is

said to have been—" Then Handel, I suppose, is dead."

But I do feel my limits as to time strongly, in having

now to speak of John Sebastian Bach—of all musicians

the most difficult to estimate fairly; whose reputation among

the learned in music and the unlearned is so widely discrepant,

that while, by many among the former, he is regarded as the

most original, the most inventive, the most suggestive, and

therefore the most interesting, of composers, on the majority

of the latter he has never directly exercised any but the feeblest

influence—if even that. I am of course not unaware that some

few pieces from his hand—instrumental works especially—have

had attention drawn to them of late by the " interpretation "

(as the phrase is) of certain eminent performers. But much of

the admiration which they have, under these circumstances,

called forth, must surely be attributed to the marvellous skill of

these performers, and to the sense of satisfaction which all
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observers have in a successful contest with difficulty—a spec-

tacle in which even the Gods are said to take pleasure. With

the initiated, for the moment, I have no concern. But I presume

the most enthusiastic worshipper of Bach that lives will not

hesitate to admit—nay, he will rather glory in avowing—that,

as compared with Handel, Haydn, Mozart, Beethoven—to say

nothing of writers of another class—his idol is utterly unknown

to the world at large.

How is this ? Who is to blame ? These questions admit of

more than one answer.

The ultimate use and purpose of Fine Art are to instruct

and to inform. In these particulars of course it is not

singular or alone. But it differs from, and has perhaps an

advantage over, other humanizing agencies in the fact of its

effecting, or seeking to effect, its purposes, by means which of

themselves give pleasure. This pleasure will vary in its inten-

sity according to the susceptibility of those to whom it is to

be given ; and this susceptibility, to whatever extent it may or

may not be natural, is capable of great increase by cultivation.

Now, it is notorious that the great mass of mankind do not put

their susceptibilities under any sort of culture, in any syste-

matic way, for any length of time ; nor, in other words, do they

accept Fine Art as a science, and study it, and deal with it,

accordingly. The consequence of this inevitably is that works

of art—poems, pictures, statues, and, more than all, pieces of

music—have been, and perhaps always will be, produced in

considerable numbers, which neither have had, nor ever can

have, the smallest direct influence on the world at large; for

there always have been, as again there always will be, many

artists—poets, painters, sculptors, or musicians—whose facility

or felicity of expression, whose method of putting things, or

whose power of statement, is so far inferior to their concep-

tion and intention—in a word, whose style is of itself so devoid

of charm—that their thought, however original or profound,
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never has reached, never, it is to be feared, will reach, the great

mass of readers, spectators, or auditors.

The question then is whether this great mass—the world at

large, the uninitiated—are the more to blame for not appreciat-

ing such works of art, or the artists themselves for producing

them. And the answer to this question is involved in that to an-

other ;—is any sacrifice of self-respect entailed on an artist by the

endeavour to extend the sphere of his direct influence as largely

as possible ? or, to put it in another way, is pure and' beautiful

thought inconsistent with clear and beautiful expression ?

I think not. The history of music at least surely teaches us

that the pure and the beautiful may and often do find a response

in the common heart; for, some of the most popular works in

existence are also some in which there is the least evidence of

sacrifice of self-respect on the part of their composers. Nay,

I will say more; the musical works which have taken the

strongest hold on the musical public—which, remember, is not

a mere national public, but a public of all nations—are those

whose internal structure reveals to an observant eye and ear

not merely the most copious inventiveness and the most delicate

sense of beauty, but the profoundest science.

Think of the " Hallelujah Chorus" in Handel's " Messiah," of

Mozart's overture to " Zauberflote,"—the list might be extended

indefinitely. Where is the sacrifice of self-respect shown in

the composition of these pieces ? where the evidence of writing

down to the level of an ignorant public ? Where, indeed ? But

the makers of these works possessed, one and all, that indis-

pensable complement to the highest genius—-never dissevered

from it—good sense. And good sense taught them that to be

heard they must speak plainly, to be understood they must

speak clearly; and that even diamonds and pearls, uncut and

unpolished, if thrown at people's heads, will not find that

grateful acceptance which a little exercise of the lapidary's

skill, and a more courteous delivery, would have insured them.
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Clearness of expression, so necessary in all the arts, is espe-

cially requisite in two of them—music and the drama. For these

exist, for the world at large, not in space, but in time. A lyric

or an epic poem, a building, a statue, or a picture, is a fact per-

manently open to our study and consideration. If we do not

succeed in understanding it to-day, we may try to do so again

to-morrow. But, to the mass of mankind, an unperformed piece

of music, or an unacted play, is non-existent; and if it be not

—

I do not say perfectly understood, but—to some extent felt, on

a first hearing, there is little likelihood of its ever being under-

stood or felt at all. A musical hearer can no more stop the

course of a musical performance, to any good purpose, than he

can stop the course of time itself. A passage is not even com-

plete for him till it has become a thing of the past.

It may be difficult at first to understand how a distinction

between matter and manner, between thought and expression,

can with propriety be made in reference to music. To the

mass of mankind music is expression, and nothing else.

In one way, out of many, that will be easily understood. A
musical composer may be laboriously incomprehensible and

perversely unmeaning, by putting too much into his score,—by
making one figure obscure another, or (technically) by piling

part on part, passage on passage, till analysis becomes difficult,

even for the eye, and impossible for the ear, and the result

comes to resemble rather the incoherent cries of a mob than

the clear utterances of a succession of thoughtful speakers.

Again, the musical composer, like the dramatic poet, but un-

like other artists, acts on the public ^directly—through the

medium of others. And, if he would act efficiently on the

former, he must in some degree consult the powers—nay, the

tastes—of the latter. It must be admitted that no musical

passage could be written, within the compass of a particular

voice or instrument, which a skilful performer should not be

able to execute. But the difference between the most skilful
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performer's execution of that which is becoming to his voice or

instrument and that which is not, is like the difference between

walking on a well-rolled pathway and floundering over a

ploughed field.

To the charges of want of clearness in his own utterances,

and absolute indifference to the convenience of those who

were to be the interpreters of them, which they (and who can

wonder at it ?) have been often too ready to resent, J. S. Bach

is, I think, often open. That these drawbacks on the enjoy-

ment of his works, even among the learned, are to be accounted

for in his manner of life—his entire freedom from com-

petition, and the arrogance which a seemingly unapproachable

excellence and an entourage of altogether inferior persons and

things inevitably beget—is certain. But that, with all these

drawbacks, the music of this master remains and must remain

material whose height and depth will afford subject for the

wonder and the love of the few who will ever be able to scale

or to sound it, is as much so. The strongest sense of his merits

is not unlikely to be connected with the strongest sense of his

defects ; and these latter, alas ! are of a kind that, as they

always have prevented, so, I think, they always will prevent,

the former exercising their due and legitimate influence.

We must not, of course, part from this great master without

some tribute of respect. This we will pay, not by trying to

read one of his riddles or explaining away one of his paradoxes,

but by showing that at times he could be clear as well as deep,

and that careful and skilful performance may render one of not

the least simple of his productions intelligible, even on a first

hearing.

You shall hear two successive movements from one of the

only two* of his great works that have yet been heard in

England, " The Passion," according to St. Matthew.

* The other was, when this was written, the Credo from his Mass in

B minor, performed under my direction at St. Martin's Hall in 1851.
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ASIA.-" JESUS, SAVIOUR."
J. S. Bach.

Andante con moto.

H i J I

mf

i i i i~t^ I I
i h ^~U * '—** ry ., m

it
--!_.

LCJ ^ ^M-^jT4

^fe^=t

eata ' k «

g^gjp-p—^z^:
St -3*

-'P T==pgp=^,-j^::

:

i==*=i
J «-- -F—4~h-l—

I

b—
=tc:t;t?:
f=f?=^

:fe?=lh:
Je - 8us, Sa - viour, I am Thine, Come and dwell, come

I 1

1

^=3tt^dat zjtwi£=w=*
±*±

1:
s^s*

p > 1 1

?S*——0.«—_

—

i ^—.

*=*£
-=1-^ s

fc*a^^giig^^i^^^Ej
^ 1 1 [jj«M



let Passions-Musik.

f=fr tp ugfejs&f h yjL^M
Je - sus, Sa - viour, I am Thine, Come . . and dwell

a?i=^fe 5F=5=F=P££ffi =3

. , . my heart within, Je sus, Sa - viour, I am Thine . .

>j-J-J

Q1 P^
o- P-^-F^—

-

L.'l,...-

1M-I
^ggS£f"

kaMi

bj^
-^

PT^=

1^1. nil

i=± ^t g:p=p:

^^taag^fefaN^i
Come . . . and dwell my

I
i:

£= TZ±
F\\ r-
J_J-«-i.

pSfeggfes=^p
<f=»=JE S=P

9 * fli-JS£^ ==1 3=3

M̂=^g>p^^i^ai^fe
. . heart with - in, Come and dwell my heart within.

t—a h , i
f~~ff -i—s-P-

__

—

snj: gag ~£~^ ^^^^i^t*"zl

f^rrf|



BacJi. 165

-^11 ^^^^^ I i I ] i Li tT , v P^"3""l m s~\

ai 33^3 ^zzp: ^L *=P
SHE ^--i- 53*1

Stipip^jlieipi
k"™i—™ * "* \X^^^ Fine.

^̂^E0mM ¥V
i-d-ad-H-**j 9 w9£

V. ^ I ^ —

-

—

j

g—I—|F

3*F
:*t:

All things else I count but loss . . Glo - ry on

fl

r
r1 p3

reff=F3
=£

-*h-
A U«J—I

—

in thy cross, Dear-er than the world be • side, Is the Sa - viour

t r 11 ±%&Fi=F
s i i

u *^^ U I- ill
-=1-1*—i—1- »=#T



166 Passions-Musik.

dp

. who hath died.

a^^isfe
TT
33==PES -»—•-

-1 »-

BM*-#—#-

£ #-=—

£

-=l
—^H-

fcjr_
¥—*±zi:

All things else I count,

¥
si

-#—•- •—

p

rnrTL^

—

m- iCrfc

^^^2^§=£
z^a—^_
*-

> r F-

&tz*:
=t F •'

SI
I count but loss, Glo ry in Thy cross, Dear er

*
•t^-t 1

I

'

l

I
-^ '

aii! tg£
^rnaP^p:

t£tz«p=t ' '

'

:tr

^t.^ #FK

or
than the world

lilgifei^^iiigli^I
Is the Sa viour who hath died.

*
t±

—fo-» '
i t i V i

- tift-i-FFF



a P. E. Back 167

The name Bach, as I have already had occasion incidentally

to notice, represents not only an individual but a race. The

progeny of John Sebastian, like the ancestry, include many

excellent and some very distinguished musicians. I have time

to notice only one of these, Carl Philip Emmanuel Bach,

whose life and works might furnish material for more than one

long and interesting session. One, and that the main fact

about him, may fortunately be stated in a few words ; that he

is, if any individual can be so called, the founder of the modern

school of composition for, and performance on, the pianoforte.

Not that the pianoforte was his instrument. He belongs to

the harpsichord age; and his instrument was by no means the

best, even of its kind. You will find a full and interesting

account of him in Dr. Burney's " Present State of Music in

Germany" (1775); and a part of it is devoted to his per-

formance on the clavichord, an instrument which in the latter

part of the last century must have been old-fashioned, but

which still kept its favour. Dr. Burney says :

" After I had looked at these (some portraits), M. Bach was

so obliging as to sit down to his Silbermann clavichord, and

favourite instrument, upon which he played three or four of

his choicest and most difficult compositions, with the delicacy,

precision, and spirit for which he is so celebrated among his

countrymen. In the pathetic and slow movements, whenever

he had a long note to express, he absolutely contrived to

produce, from his instrument, a cry of sorrow and complaint,

such as can only be effected upon the clavichord, and perhaps

by himself."

Of C. P. E. Bach we have something more enduring than

the record of his skill as a performer—a large number of com-

positions in which a careful student will discern the germs, and

a good deal more, of much of that which he finds so delightful

in the later productions of Mozart and Beethoven. Emmanuel
Bach was one of the first who threw his musical ideas into the
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" form" now universally adopted for the principal movement of

a Sonata, Symphony, or other similar work. Perhaps he was

the very first who did this effectively. The characteristic of

this form, as I have elsewhere explained more fully, is the

presentation of the most important themes, first in the scale or

key of the dominant (to the original scale), and subsequently

in that of the tonic ; this repetition forming the second

"period" or section of the movement, and being connected

with the first by the "free fantasia" (Ger. Durchfiihrung), in

which these themes are presented in every conceivable variety

of aspect. Into this form not only did Emmanuel Bach, as I

have just said, throw his ideas—of itself no easy matter now,

and far more difficult a century ago, before Haydn had written

or Mozart come into the world—but the ideas themselves ex-

hibit an amount of inventiveness and refinement in which few

writers have equalled, and none but the greatest surpassed, him.

A large number of Emmanuel Bach's works are still unpub-

lished, but so much attention has of late been directed to those

which are in any way accessible, that it is not unlikely we may

eventually see all of them in print. Meanwhile, I will call

your attention to the volume I now hold in my hand, which is

a collection, edited by M. Fetis, of his pieces—so interesting,

one and all, that I have had some difficulty in deciding which

of them I should bring under your notice. I have selected,

from a Sonata which consists of the usual number of move-

ments, the third and last—a Fantaisie, full of bold modulation

and sudden changes of time, introduced however with so much

art, that they seem rather illustrations of, than digressions

from, the principal theme. You will not fail to recognise

many effects which will be familiar to you in the works of

Beethoven, who was eighteen years of age when E. Bach died

(at the age of eighty-two),—especially the very grand and un-

expected transition near the close.
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LECTURE V.

ENGLAND.

THE ENGLISH SCHOOL ITS DURATION EARLY ENGLISH
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THY VOICE," AND " GO, YOUNG MAN" ENGLISH INSTRU-
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ANTHEM, "HEAR, O HEAVENS !" BLOW, WISE, AND

PURCELL THE PERFECT CADENCE MUSICAL IMITA-
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DEITIES," " I ATTEMPT FROM LOVE's SICKNESS TO FLY,"

" FULL FATHOM FIVE," AND " COME UNTO THESE
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LECTURE V.

ENGLAND.

Whatever claims—and they are very strong claims—we English

may have to be called a musical people, it cannot be pretended

that we have exercised much—some would say, any—influence

on Continental music. That this is attributable, not to any

inferiority, real or supposed, in our music, but altogether to

our insular position, might be shown in many ways. It is

sufficiently shown in a single fact. When Haydn first visited

London (in 1791), he had never heard performed any one of the

oratorios of Handel, who had then been dead more than forty

years. Handel, I need hardly tell you, spent all his artistic

life in England ; and from this cause, although a German by

birth, his works, the latest of them now more than a century

old, and but few of these, have only recently attained anything

that can be called popularity or circulation in his native country.

They are still but very little known in any other part of

Europe.

I have already, more than once, called your attention to the

fact that three peoples—the Gallo-Belgians, the Italians, and

the Germans—have taken the lead in musical Europe succes-

sively ; the Gallo-Belgian school having been superseded by

the Italian, and the Italian by the German, which, following a

universal law, will doubtless be superseded in its turn by some

other. The English school has a claim not only on our

sympathy as Englishmen, but on the respect of every musical
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people as having had a career equal in extent or duration to

that of all other schools added together.

The early records of these islands abound in evidence direct

and indirect of the intense love and diligent culture of music

among our forefathers, and of the high honour paid to the art

and its professors, in the remotest times of which we have any

credible account. Druid, bard, scald, and other such words,

all having their different shades of meaning,but have all reference

to musical practitioners of some kind or other,—some having

been personages of the highest political or religious importance.

The ancient languages of Great Britain are singularly rich in

musical terms, and present names, more especially of musical

instruments, some of which have come down, in slightly modi-

fied forms, to the present day. " Harp" is one of these ;
" pipe"

is another : and more interesting than any, as throwing light

on the early history or origin of the instrument itself, is the

word fithele—whence fiele, viel, viola, and at last violin, for

almost every portion of which instrument a name of English

origin exists

—

e.g. bridge, back, sound-post, bow.

The most recent writer on early English music, my friend

Mr. William Chappell, has, in the introduction to his delightful

volumes of " Popular Music of the Olden Time," presented a

body of information on this subject which, in quantity, arrange-

ment, and general interest, at once resumes and surpasses the

results of any preceding labour of the same kind. I am glad

to be able to refer those who are curious in the early lyrical

and musical history of England to a work so readable and

so thoroughly trustworthy as Mr. Chappeirs.

Dismissing, as I must now do, this remote though interesting

period of English musical history, it is certain that England gave

birth, early in the fifteenth century, to a composer who has been

more often alluded to, and always respectfully, by Continental

musical historians and critics than any other native of these

islands whatever. John Dunstable, who died in 1458, attained
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so great a reputation as a composer and teacher that the very

invention of counterpoint or concerted music has gravely been

attributed to him. Indeed, even at this distance of time, at the

end of four hundred years, his name has not lost its Continental

reputation : for a French archaeologist (M. Stephen Morelot)

has recently (in 1856) deciphered and printed two of Dun-

stable's compositions which he had discovered in the public

library at Dijon in Burgundy.

From the beginning of the sixteenth century, down to our

own time, the list of English musicians presents an unbroken

succession of names.

The last years of the sixteenth and the first of the seventeenth

centuries form what might be called the golden age of English

music—the age, for all musical Europe, of the Madrigal. No-

where was the cultivation of that noble form of pure vocal

music, whether in composition or performance, followed with

more zeal or success than in our own. Our great masters in

this branch of art are exactly contemporaneous too with those

of Italy,—not subsequent, but exactly contemporaneous.*

With the seventeenth century begins in England, as else-

where, the third, or transition period of musical history—dis-

tinguished by the acceptance of many new principles in musical

composition, and by continually increasing skill in many

branches of musical practice—instrumental performance espe-

cially ; and, more than all, by continually increasing attention

to the conformity of notes with words,—in fact the diligent

study of everything which goes to perfect what is popularly

called " expression" in music.

Attempts, at home as abroad, and not unsuccessful ones, at

musical expression, had been made at much earlier epochs ; but

no general consciousness of their deficiencies in this respect

* Take the two most celebrated in either country—Luca Marenzio and

John Wilbye ; both of these illustrious musicians were born in or about

the year 1555, both died about the end of the century.
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prevailed among English musical composers till about the

middle of the seventeenth century. Our great poet Milton

(himself an excellent musician) has, in the opening of his sonnet

to Henry Lawes, who first set the masque of "Comus" to music,

sufficiently indicated, within the compass of four lines, what the

shortcomings of English composition had been prior to the

advent of his friend. He thus addresses him :

" Harry, whose tuneful and well-measured song

First taught our English music how to span

Words with just note and accent, not to scan

"With Midas' ears, committing short and long."

From this it is plain that the close alliance of sound and

sense to which the musical compositions of Henry Lawes owed

their favour was a rarity, even in the middle of the seventeenth

century. But assuredly it had been exhibited earlier, though

in a form less favourable to expression than that adopted by

Lawes, whose best and most numerous compositions are

" Ayres" for a single voice.

Two musicians, Dowland and Ford, had, half a century

before Lawes, published songs, to be sung either by one voice

or by four, which, superior to his in mere musical facture, are

scarcely inferior (and this is very high praise) as vehicles for

the expression of the words to which they are set. Nor had

this particular excellence been unappreciated or unrecognised

by the contemporaries of these composers. The name of John

Dowland, like that of Henry Lawes, has been enshrined in a

poem attributed to a greater even than Milton—Shakspeare.

It begins thus :

—

" If music and sweet poetry agree,

As needs they must (the sister and the brother),

Then must the love be great 'twixt thee and me,

Because thou lov'st the one, and I the other."

Here the thing taken for granted is that music and poetry,

be their characteristics what they may, must of necessity agree—
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a certain dependence on or subordination to poetry, on the

part of music, being implied in their relation as " the sister

and the brother." To this agreement, this thorough union and

interdependence of words and notes, must be attributed the

fact that after two hundred and fifty years some of the compo-

sitions of Dowland, and one at least of Ford, " Since first I saw

your Face," still retain their popularity. Perhaps no piece of

vocal music has been—still is—more often sung than the last
*

I have named.

But their successor Lawes has been less fortunate. Posterity

has not confirmed the judgment of Milton in respect to him

;

and the poet's prophecy

—

" To after years thou shalt be writ the man
Who with smooth air could'st humour best our tongue,"

is still assuredly unfulfilled. Yet these were not the words of

one accustomed to speak from imperfect knowledge or without

consideration ; and much could be said to justify them. At the

time they were written very important experiments were being

made, in Italy especially, in musical practice, which, though

not attended with the particular results expected by those

who made them, contributed greatly towards that change of

style by which the music of our own time is distinguished

from that of the fifteenth and sixteenth centuries. Milton,

as a scholar and a poet, would have watched with interest and

with hope the effects of the Renaissance (of which I said so

much in my former course) on music. His Italian travels,

and his classical tastes, will have led him, as they led far

better musicians, to underrate the music of the second period,

and to believe that the new style of which he witnessed the

growth could be formed without the science by which the old

had been so eminently distinguished. The musical declamation

of the Greeks—that Philosopher's Stone of our art—had

obviously led even his educated taste astray ; and at the time
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the sonnet " to Mr. Henry Lawes" was penned Milton will

have entertained—not too great, but—too exclusive an ad-

miration for the " spanning" of

—

" Words with just note and accent."

That Lawes achieved this result to perfection, is certain ; that

he was possessed of a vein of melody quite unprecedented among

his countrymen, and still almost unrivalled, is, I think, as

certain. Unfortunately he was an ill-taught musician, unable

to develope his own ideas with any effect, or to any good

purpose ; and he presents another instance of the truth that no

lasting popularity has ever been attained for unscientific, ill-

constructed music. A very large number of his compositions

are too short and too simple in their plan to betray his musical

incapacity. They are for the most part " Ayres" for a single

voice, with a bass not even figured,—these Ayres seldom ex-

tending beyond a few phrases, or involving more than one or

two modulations. The words he set to music were, almost

without exception, interesting, and in most cases beautiful.

Two of these Ayres you shall now hear; the first a setting of

Waller's well-known Lines to a Lady Singing, " While I listen

to thy Voice." In this may be traced the influence of the

then new Italian school founded by Monteverde, and improved

by Carissimi. Lawes had avowedly studied the works of his

Italian contemporaries and immediate predecessors, with pro-

found attention. With some of the same faults, his music

exhibits some of the same beauties ; and, more than any, that

felicitous union of poetical and musical rhythm which makes the

sound seem rather a development of the sense than an addition

to it ; so that words are not so much sung to his music as said

sonorously, and with strict regard to quantity, accent, and

(what is generally confounded with it) emphasis.
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SONG.—WHILE I LISTEN TO THY VOICE.

The Words by Wallee. Henry LaWes.
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In his lighter and less ambitious efforts, Lawes is equally

careful and equally successful in giving expression to the poetry

he takes in hand. Here is a song of a very different character

—less fragmentary, and, in one sense, far more musical than

that which you have just heard.
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SONG.-GO, YOUNG MAN.

Henry Lawes.
Allegretto,
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If the vocal compositions of Lawes, so interesting in many

respects, convey rather an unfavourable impression of English

musical science in the first half of the seventeenth century, the

instrumental compositions of a contemporary might remove this

impression most effectually. John Jenkins, whose only Italian

rivals were Frescobaldi and Allegri, actually died, at the age of

seventy, fifteen years before any of the compositions of Corelli

were given to the world ; he may be fairly said, indeed, to have

•made a reputation, and a great one, before the father of Italian

instrumental music was born.

The "Memoires of Musick" of the Hon. Roger North,

Attorney-General to James II., a book which, though long

known to musical literati in manuscript, was first published only

a few years since, through the care of Dr. Rimbault, contains

many curious and interesting particulars about this musician,

and also about the state of music in England during the first

half of the seventeenth century. Any reputation that we may

now have among Continental nations, as musicians, must be

attributed entirely to our essays in vocal music ; in instrumental

we must be content to accept a very inferior status. This,

however, was certainly not always the case ; and many passages

could be cited, from foreign as well as English memoirs of the

time, to show that, in the composition as well as in the perfor-

mance of instrumental music, the English were regarded as on the

whole superior to any other people. Roger North, for instance,

speaking of the Italian fantazias, says, "Afterwards these were

imitated by the English who, working more elaborately, im-

proved upon their patterne, which gave occasion to an observa-

tion, that in vocall, the Italians, and in instrumental music, the

English excelled."* And further on he speaks of " those

authors whose performances gained to the nation the credit in

excelling the Italian in all but the vocall."

* Memoires of Mustek, pp. 74 and 83.
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Another writer of about the same time, Christopher Simpson,

says, " You need not seek outlandish authors, especially for

instrumental musick ; no nation (in my opinion) being equal to

the English in that way."* And a more positive and pungent

authority, Matthew Lock, has the following, "And for those

mountebanks of wit, who think it necessary to disparage all

they meet with of their own countrymen's, because there have

been and are some excellent things done by strangers, I shall

make bold to tell them (and I hope my known experience in this

science will inforce them to confess me a competent judge) that

I never saw any foreign instrumental composition (a few French

courantes excepted) worthy an Englishman's transcribing."

This is very strong language. But it must be remembered that

it was uttered before any of the great Italians who followed

shortly after—Corelli, Bassani, Geminiani, Tartini—had given

anything to the world, and indeed before some of them had

come into it.

I need not say that all the instrumental music of this period,

Italian or English, with the partial exception of some of Corelli's,

is now utterly forgotten. It will excite no surprise that the

writings of John Jenkins have not proved exempt from this

common lot. Yet assuredly no composer's reputation could have

appeared to be built on a wider or a firmer basis. Jenkins had

invention, science, and facility. " For nearly half a century,"

says North, "the private music in England was, in great

measure, supplied by him." Nor was his reputation confined to

this country. One at least of his works, a Collection of Sonatas

for twoViolins and a Bass, was reprinted at Amsterdam (in 1664),

and North tells a story (p. 87) of a Spanish Don who " sent

some papers to Sir Peter Lely containing one part of an English

"Concert," desiring that he would procure and send him the other

parts costa che costa" It was shown to Jenkins and recognised

* Compendium of Practical M us ic, 1667, p. 145.
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by him as from his hand, but when and where he had written

it he was altogether unable to say. Such was the reputation of

this musician at about the middle of the seventeenth century,

that to a contemporary his " Fancies" (the name by which most

of his pieces were known) would have seemed as little likely to go

out of favour as the Quartets of Haydn to any of us. Alas,

for the instability of musical fame ! Four bars, forming one poor

little three-part Round, " A Boat, a Boat unto the Ferry," are

all out of the horse-loads of music by John Jenkins which the

world has not " willingly let die." Let us devote five minutes

to the payment of a tribute of respect to the memory of this

worthy, and try to find something, in one of his works, of the

charm which so many of them assuredly had for our ancestors.

The piece I have selected for performance, from a collection

which I have here, in a contemporary handwriting, possibly

that of the composer, is one of his Three- Part Fancies. It re-

tains few traces of the old tonality of which I have so often

spoken, and begins and ends in G minor. It is built on two

subjects, not treated at very great length, but certainly with

much skill. It contains a pleasing little episode in triple time

beginning in the relative major key of B b. But the most re-

markable features of the piece are some chromatic effects which

you will recognise at once, and which you will have some

difficulty in believing to be two hundred years old. I cannot

vouch for their genuineness, though they are unmistakeably

indicated in my old copy. Little reliance is to be placed on

the accidentals found in early manuscript music, often inserted,

as they evidently are, by a later hand. In some cases no doubt

such insertion is the verification of a tradition, but in others it is

simply the record of individual fancy.

o
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The stream of musical history, which flowed on smoothly in

Italy down to the middle of the last century, if not down to our

own time, found obstruction in our Civil Wars and the social

changes which grew out of them, which it cannot be fairly said

ever to have thoroughly surmounted. The interdiction of the

Choral Service, the dispersion of choirs, and the destruction of

organs were, in the middle of the seventeenth century, tanta-

mount to laying the practice of music under an interdict; for

be it always remembered, up to this time the best art had been

religious art, and the highest genius had hitherto reserved its

greatest efforts for the service of the Church. Private musical

performance no doubt went on, in a quiet way, during the

Protectorate, without interruption or discouragement; indeed

the Protector himself was, it is said, a lover of music and might

eventually have become a patron of it. But the bolt was shot

and could not be recalled, even by the bowman himself.

At the close of the Interregnum, in the year 1660, England

might be described as equally wanting in pipes and strings, and in

people to play upon them. There were no organs, no organists

;

voices there were of course, but there were no vocalists. The

remedy for this musical famine was, perhaps, inevitable ; at all

events it would have seemed so to a Court whose tastes and

h abits were so entirely of foreign growth as that of Charles II.

Continental artists must be introduced in considerable numbers

;

and, to complete our musical denationalization, our young musi-

cians must be sent abroad to learn their art.

Among the first set of choristers got together for the Chapel

Royal, after the Restoration, one Pelham Humphreys early

attracted attention by his musical aptitude. At this time the

works of Lully were regarded by his adopted countrymen, the

French, as combining in the most perfect proportions every

quality by which music should or could be distinguished.

Though some deduction must be made from this national and

contemporaneous estimate, Lully was a man of great ability,
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who had had the good sense or good fortune to form his style

on that of Carissimi—unquestionably the greatest genius of the

seventeenth century.

By the direction and at the charge of Charles II ., Pelham

Humphreys was sent to Paris to study under Lully, and like his

master therefore he formed his style, though at second-hand,

on that of Carissimi, and on his return home was the means of

making his artistic brethren acquainted with a number of effects,

many of them beautiful and all new, and a system of composi-

tion differing, in plan and detail, from that of the great English

masters of the second period as widely as the " Lyrical Ballads"

of Wordsworth differ from the " Pastorals" of Pope.

Before introducing you to an example of Pelham Humphreys'

compositions, I will read you one or two passages from a book

with which many of you will be familiar, Pepys' Diary, which

will serve to introduce to you Pelham Humphreys himself, shortly

after his return from the expedition on which he had been sent

by Charles II. My attention has been called to these passages

by my kind friend Dr. Bimbault, so distinguished for the extent

of his reading, especially in English musical history. The

passages furnish a lively sketch of the state and progress of

post-Restoration music."*

" Nov. 22, 1663.—At chapel : I had room in the Privy Seale

pew with other gentlemen, and there heard Dr. Killigrew preach.

The anthem was good after sermon, being the fifty-first psalme,

made for five voices by one of Captain Cooke's boys, a pretty

boy. And they say there are four or five of them that can do

as much. And here I first perceived that the King is a little

* Dr. Kimbault has further obliged me by communicating the following

extracts from MSS. in his possession entitled " Moneys received and paid

for Secret Services, Temp. Gar. II"
1664.—To Pelham Humphreys to defray the charge of his journey into

France and Italy, 2001.

1665.—To Pelham Humphreys, bounty 100Z.

1666.—To Pelham Humphreys, bounty 150?.
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musical, and kept good time with his hand all along the

anthem.

"Nov. 1, 1667.—To Chapel, it being All Hallows Day, and

heard a fine anthem, made by Pelham, who is come over.

" Nov. ] 5, 1667.—Home, and there find, as I expected, Mr.

Caesar and little Pelham Humphreys, lately returned from

France, and is an absolute Monsieur, as full of form and confi-

dence and vanity, and disparages everything, and everbody's

skill but his own. But to hear how he laughs at all the King's

musick here, as Blagrave and others, that they cannot keep

time nor tune, nor understand anything ; and the Grebus, the

Frenchman, the King's master of the music, how he under-

stands nothing, nor can play on any instrument, and so cannot

compose ; and that he will give him a lift out of his place ; and

that he and the King are mighty great/'

From this last extract we may gather that Master Pelham

Humphreys had returned from foreign parts with a very high

opinion of his own powers, and a very low one of those of the

people among whom he found himself. And this condition of

mind he was at no pains to conceal. It is impossible to doubt

that his estimate of himself, as well as of the people about

him, was a tolerably just one. Of the old English school

the last and greatest master, Orlando Gibbons, had been

gathered to his fathers forty years before; and its only sur-

viving representatives, Child, Rogers, and a few others, were

men advanced in life, whose powers, whatever they might once

have been, or have become under more favourable circumstances,

had been crippled by years of poverty and neglect, and who

found themselves called upon to work under conditions which

were new to them and to which they were altogether unequal.

In Italy the transition from the style of Palestrina to that of

Cavalli, Cesti, and Stradella was made gradually and all

but insensibly. But during great part of the time in which

it was being made in foreign parts, music, when enjoyed at all
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in England, was a stolen pleasure, and the only vocal exercise

recognised by the law of the land was the practice of unisonous

metrical psalmody.

Thus the English music of the first years of the seventeenth

century is separated from that of the last by a great gulf, which it

was hopeless to expect that those who had been left on its further

side should ever bridge over. Those on the near side, therefore,

had a clear field before them, and the only impediment to the

successful exercise of their invention they were likely to find

was the last they would have been likely to take into account

—

" the weight of too much liberty." Nothing more unlike the

ecclesiastical music of any of his English predecessors than

that of Pelham Humphreys can possibly be conceived.

Mozart's "Idomeneo" was not a greater advance on all pre-

ceding operas, nor Beethoven's " Eroica" on all preceding sym-

phonies, than is the anthem to which I shall now invite you to

listen, on all preceding compositions of the same kind. Every-

thing in it was new to English ecclesiastical music—its harmony,

melody, and, more than all, plan. In place of the overlapping

phrases of the old masters, growing out of one another like the

different members of a Gothic tower, we have masses of har-

mony subordinated to one rhythmical idea ; in place of sus-

tained and lofty flights, we have shorter and more timorous

ones—these even relieved by frequent halts and frequent diver-

gences ; and in lieu of repetition or presentation of a few

passages under different circumstances, a continually varying

adaptation of music to changing sentiment of words, and the

most fastidious observance of their emphasis and quantity. It

would be easy to point out the faults in Pelham Humphreys'

music, as in all the music of his time, but the faults are at least

counterbalanced by the beauties, which were once novelties as

well as beauties, and which must ever remain beauties, though

to us they may have lost their companion charm.
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ANTHEM.-HEAR, O HEAVENS.

Isaiah i. 2, 4, 16, 17, 18. Pelham Humphreys.
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Pelham Humphreys' career as a composer is the very shortest

on record. It extends over something less than seven years.

He returned from Paris in 1667, and died in 1674, at the early

age of twenty- seven. Yet no artist ever exercised a greater

influence on his age and country; none so great an influence

within so short a space of time. It may be traced in the com-

positions of his fellow-students Wise and Blow—men of his

own standing; in those of Purcell, who was but sixteen years

old at the time Humphreys died ; and in the still later composi-

tions of Croft, Weldon, and others of inferior mark,—in fact in

the writings of every English composer educated before the

arrival of Handel in England, in 1710,

In the works of three of the musicians I have just named,

Blow, Wise, and Purcell, there is a strong family likeness

;

although those of the last, Purcell, are distinguished by far

greater originality, strength, and sweetness. In all, as there

are some of the same excellences, so there are some of the same

faults. If they now and then reach the sublime in expression,

they sometimes make the one step beyond it. They often

follow the changing sense of the words, to the sacrifice of every-

thing like musical construction. Their themes are rarely de-

veloped to any considerable extent : their movements rarely

comprise more than a few phrases, which do not, as I just said,

grow out of one another, like those of the old and of the best

modern masters, but are rather patched on to one another, often

in a somewhat inconsequent manner.

I have more than once called attention to the fact that many

musical forms and effects now indispensable to musical practice

were, up to the end of the sixteenth century, only used by a few

composers, and used only by them in a somewhat tentative and

very reticent way. The most striking of these is the " perfect

cadence/' a figure so familiar to nineteenth century ears that it

is hard to believe it formed no part of the composer's recognised

material up to about two hundred and fifty years ago, and that
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before the seventeenth century it was not an accepted, but

rather a discredited and tabooed, form. In the second half of

the seventeenth century every trace of that hesitation had been

removed. In the works of Carissimi it is at least of sufficiently

frequent occurrence, but in those of his imitators it recurs

literally ad nauseam. They seem to have been never weary of

using it. ...
In an anthem by Michael Wise, a very popular one, "Prepare

ye the Way of the Lord/' there are in the first movement, which

consists of only fourteen bars, no less than six perfect cadences,

in the direct or uninverted form ; the composition, which consists

in all of but ninety-seven bars, being actually broken up into

no less than eight movements. In an anthem by Jeremiah

Clarke, " Praise the Lord, O Jerusalem \" which is of about the

same length as this of Wise, and which is divided into six

movements, the time undergoes no less than five changes. As

to the perfect cadences, they are introduced in every second bar.

Moreover, a very serious error of taste first made its appear-

ance about this time, no sign of which I discern in the writings

of Humphreys, but which disfigures some, and some too of the

best, works of the greatest of his successors, Purcell. This,

which shows itself in an extravagance of expression which

amounts almost to musical punning, arises from a very false

though not uncommon view both of the powers and the pur-

poses of music. Music is a highly suggestive, but not an imi-

tative, art. Musicians have at times lost sight of this truth

;

and, misled by certain seeming analogies, they have turned the

powers of sound to improper uses, and not content with por-

traying or suggesting by particular successions of notes parti-

cular states of feeling, they have tried to mimic the actions of

man and the lower animals, and even the charging appearances

of inanimate nature.

Two examples will sufficiently illustrate my meaning. Purcell,

generally so very felicitous, so true to nature and art, in his
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expression, opens his anthem, " They that go down to the Sea

in Ships/' by a descending musical passage of two octaves,

thus :

—

B^^^E^^^F3s £
*-*35 tsfc

They that go down ... to , , the sea in ships,

And a little further on he presents us with the words, " They

are carried up to heaven and down again to the deep," as

follows :

—

They are

tffter&m
car-ried up to Heav':r'nand down ...... <s-

gain to

a
Now I do not think there is any true analogy between

going down to the sea" and going down the scale; between

being " carried up to heaven" by the force of the winds and

waves, and being carried up to the top of one's voice by any

influence whatever. Nor is there any obvious resemblance

between the fearful chasms of a rolling sea—the " deep," as it

is finely called in the Scriptures—and a very exceptional and

often ludicrous note at the bottom of a bass voice. If there

be any analogy, or similitude, or parity between these several

actions and things, and the passages I have sung, it follows

that there is analogy, or similitude, or parity among the things

themselves : for " things equal to the same thing are equal to

one another."

But enough of the faults and shortcomings of these composers,

faults in defence of which much might be said, and which,
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admitted in full, amount to very little, and are the all but

inevitable result of the circumstances in which they found them-

selves placed. Let us return to the more agreeable occupation

of contemplating their beauties, exhibited as they are, in the

greatest number and to the greatest advantage, in the works of

Henry Purcell.

Of the life of this, the most interesting of English musicians,

but few particulars have been preserved. Purcell has to be

added to the list of those illustrious musicians who have justi-

fied the apophthegm, " Those whom the gods love, die young."

His career ended with his thirty-eighth year ; but, happily for

the world, it was begun early. He was admitted to the Chapel

Royal as a probationer at six years of age, immediately after

the death of his father, from whom, probably, he received his

first instructions in music ; and, before the termination of his

occupation as a choir-boy, i.e., before his fifteenth year, he had

actually made a considerable reputation as a composer in the

highest and most difficult branch of composition, Church

music. His first musical impressions will have been received

through the works of Pelham Humphreys who, you will re-

member, returned from Paris in 1667, when Purcell would have

been nine years of age. Shortly after Humphreys' return, Cooke,

the first master of the boys subsequently to the Restoration, on

whom had devolved the difficult task of reconstructing the

Royal Choir, died, and Humphreys reigned in his stead. As

a matter of course Purcell became his pupil, and was early

made familiar with that new style of which I have spoken so

often. Purcell, like every man of great genius, was to a great

extent self-taught. His Church music more especially indi-

cates acquaintance with a larger, more learned, and therefore

earlier, style than that on which Humphreys had formed

his. It is well known that at this time all such music—all

the works of our old masters—had been consigned to the Index

Expurgatorius of King Charles II. That "brisk and airy



220 Purcett.

Prince," tolerant of so many other things, was altogether in-

tolerant of the ancient modes, of contrapuntal artifice and, as

an old Editor puts it, of " the grave and solemn way which had

been established by Tallis, Byrd, and others." His majesty liked

music " to which he could beat time ;" thus measuring it, in

more senses than one, by a rule of thumb. But though the

grave and solemn way might be tabooed, much of the music in

which it had been followed had escaped destruction. The old

books, the depositories of the learning and genius of his prede-

cessors, were still accessible to, and doubtless often opened by,

Henry Purcell. One can picture to oneself this gifted and

beautiful boy piecing together from half a dozen separate part

books (scores were rare in those days) some of these venerable

Services and Anthems, and trying to realize, with his mind's

ear, something of the effect of that music in which a Henry VIII.

might have taken part, and by which an Elizabeth or a Charles I.

might have worshipped within those very walls in which they

were still housed ; and, though of course not unsusceptible

to the influences of his own time, wondering over the chances

and changes which had for the moment reduced all this to the

value of waste paper, and revolving the possibility, not of galva-

nizing into a ghastly and ridiculous caricature of existence that

of which the life had long been extinct and the work long done,

but of turning to account the eternal principles of truth and

beauty which had once quickened it, in a style of music which,

whether better or worse, was the only style acceptable to his

own generation. This, so far as one can read his mind in his

works, Purcell must have aimed at ; and this, to a considerable

extent, he succeeded in attaining to. In his secular works no

less than in his ecclesiastical, in his instrumental compositions

no less than in his vocal, there is a strength, a clearness, a

healthiness which, though never manifested in a revival of the

sustained grandeur of the old Italian and English schools, or

an anticipation of that of the modern German school—for at
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the time in which his lot was cast that was impossible—there

is, I say, in all his writings that which only the discipline

attendant on the study of music of a very different epoch to

that of his own could possibly have given to them.

We have neither time nor force now to justify all this or any-

thing like it, by illustration ; but in the, with one exception,

minor compositions of this great composer which you will now

hear, all of which I have extracted from his secular works,

you will, I think, discern irrefragable evidence of a rich vein

of melody, of a fine taste in harmony, of a delicate sense both

of the inward graces and the outward signs of poetry;—all

these powers made orderly and effective by that science which

in the works of great artists, though often occult, is never

altogether inoperative, or undiscernible by the inquiring eye

or ear. The one composition to which I have alluded, which

cannot be called minor, is the song, " You Twice Ten Hundred

Deities/' which, like many other of Purcell's single songs, forms

part, not of an opera but, of a play, "The Indian Queen/' a

joint production of Dryden and Sir Robert Howard. I find

that this play was first produced in 1665, when Purcell was

only seven. It is impossible to believe that the music you are

about to hear can have been the production of a youth of that

age, or indeed of any Englishman at so early a date. It bears

all the traces both of a very practised hand and of a later time,

and must belong to Purcell's mature years.

In the same play, "The Indian Queen/' is another song of very

different character, " I attempt from Love's Sickness to fly,"

which will remind those who were present at my first lecture of a

song by Cavalli ; seeing that, though the details are different in

every respect, the form—the Rondo form as it might be called,

wherein the first subject is repeated after every section—is

adopted in both. It has always been regarded as one of the

most touching and refined of PurcelFs compositions.
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SCENE.—YOU TWICE TEN HUNDRED DEITIES.
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AIR.—I ATTEMPT FROM LOVE'S SICKNESS TO FLY.

From " The Indian Queen." H. Pubcell.

Andante Grazioso.
(
J = 92.)
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As it has been one of my objects, throughout these lectures,

to introduce you to some composers with whom you might have

had little previous acquaintance, so of others whose names are

generally better known I have been careful to bring under your

notice only such compositions as have not, I think, received their

fair share of attention. It would be easy to follow this latter

course in respect to Purcell. He presents no exception to the

general industry and versatility of great musical composers. We
rise from the perusal of a list of his productions, wondering alike

at its extent and variety. His sacred music alone, as scientific

and as highly finished as it is original and interesting, fills, in

a recent edition, four large and closely-printed volumes ; his

instrumental music, which has never been collected, would pro-

bably occupy still more space ; he wrote many operas, not mere

strings of songs, but veritable operas, in which the business of

the drama is for the most part worked out in music ; and he

contributed a large quantity of incidental music, vocal and in-

strumental, to the plays written, or revived with alterations, by

Davenant, Dryden, and others.

From this vast repertory I shall choose two, not of the least

but of the best-known pieces—pieces forming now accepted

portions of one of the most familiar of Shakspeare's dramas,

" The Tempest." A specimen or two of PurcelFs illustrations of

Shakspeare will not be inappropriate to the present time :*

perhaps it would be hard to find a time to which they would

be. They are all utterances of the same personage, the loveliest

of poetical creations, the "delicate Ariel.'" Surely if ever

musician had ear to catch, memory to retain, and hand to

record any of those " noises" of which Prosperous isle was

" full," those

" Sounds and sweet airs that give delight and hurt not,"

Purcell was he.

* That of the Tercentenary Commemoration of the Poet's birth.



232 Fall Fathom Five.

AIR AND CHORUS.—FULL FATHOM FIVE.

From Shakespear's " Tempest" H. Purcell.

- Largo, (j = 66.)
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Chorus.
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AIR AND CHORUS.—COME UNTO THESE YELLOW SANDS.

From Shakespear's " Tempest"
Moderate*.

H. PuRCELL.
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Chorus

ce=g=F-f^rgBE«g
Hark, hark I the watch - dogs bark : Hark, hark ! I

f
hear the

*
i

SE=p=* S
iLLg_» l

Hark, hark! the watch-dogs bark: Hark, hark! I hear the

>\ \ f

s -F-=P—q-F ^i=£--—y-

Hark, hark! the watch-dogs bark: Hark, hark! I hear the

f
B£S3EE it P-

[lark, hark! I hear theHark, hark! the watch-dogs bark: Hark, hark! I hear

1=£.E^Efeffi JE—»

—

!—

aEEBE3EIE
^—*-

^F=£ s

i
PP

1^ff=F:
}*-E-l—U-

=P=PFP
fc-r--*fcltt

strain of chanticleer. Hark, harkl I

w
hear the strain of chanticleer.

strain of chanticlee

S =?f ±=££±33E
-#—•-

i
of chanticleer. Hark, hark! I hear

flP

the strain of chanticleer.

m^t ^
strain of chanticleer. Hark, hark ! I hear

w
the strain of chanticleer.

bh1 ^z^^;-
E 3=i

top M^"
ziioCj!

strain of chanticleer. Hark, hark! I hear the strain of chanticleer.

BE
i

P Si





LECTURE VI.

E N G LAN D

—

continued.

HANDEL HIS EDUCATION ZACKAU HAMBURG KEISER

" THE PASSION" ITALY ENGLAND " RINALDo"

—

WATER MUSIC THE DUKE OF CHANDOS " ACIS AND

GALATEA" SUBJECTS AND TREATMENT CHAMBER DUET,

"DAGL* AMORl" INSTRUMENTAL MUSIC THE HARPSI-

CHORD PIECES POUR LE CLAVECIN COURANTE

" SOSARME" " SEMELE"—CONCLUSION.





LECTURE VI.

ENGLAND

—

continued.

I endeavoured to show, in my last Lecture, to what extent the

Italian music of the Transition Period had influenced our own.

The traditions of the English School had been broken off by

the Civil Wars ; and that great change of style which came over

the music of other countries gradually and spontaneously, had

to be made in our own suddenly, and under exotic influences.

Our first great composer, after the Restoration, Henry Purcell,

received his earliest musical impressions from Pelham Hum-
phreys, a pupil of Lully, who, in his turn, had formed his style

on that of Carissimi—indisputably the type of the Transition

Period—the composer whose works at once surpass and, as it

were, resume all others of his age.

The style of music imported by Pelham Humphreys, and

adopted by his fellow-students Wise and Blow, and subsequently

developed by Purcell, and PurcelFs successors; Croft, under

whose hand English music seemed for a time to be resuming

its wonted masculine character; Jeremiah Clarke, whose grace

and sensibility all but redeemed his want of science; John

Weldon, perhaps the most tasteful ecclesiastical composer we

have yet had;—in fact, the style of every English composer

whose education had been completed before the year 1710,

continued in favour for about half a century.

In the month of December of that year George Frederick

Handel made his first visit to England. This visit proved

even more fruitful in results than that of Humphreys to

R
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France; for not only did it again change the character of

English music, but it added one of the greatest of German

names to the list of English composers.

The details of Handel's life are so easily accessible, and

indeed so extensively known, that I shall only mention a few

dates in connexion with some of them, in order to make what

I have to say about the development of his genius intelligible.

He was born at Halle in Saxony in 1685. Like most other

great musicians, he exhibited his aptitude, and what is so often

mistaken for it his liking, for music, very early ; but his father,

who was a doctor of medicine, opposed the cultivation of his

particular taste most strongly; as, by the way, the father of

every man of genius is invariably said to have done. Fortunately

for the world, certain accidents served to remove Dr. Handel's

scruples, and his son was placed under the instruction of

Zackau, an excellent contrapuntist and skilful organ player.

Handel was " an old man's child i" his father had attained

the age of sixty-three when his son was born to him. It is not

astonishing therefore that the latter was left fatherless at an

early age. Dr. Handel died, at the age of seventy-five, when

his son was in his thirteenth year. For some time, though with

occasional interruptions, the young Handel continued to profit

by the instruction and assistance of Zackau ; but at the age of

eighteen, doubtless furnished with more science and skill than

judgment and taste, but strong in hope and not wanting in self-

reliance, he set off, with a light heart and a lighter purse, like

some hero of a fairy tale, to seek his fortune. Of course he

was not long in reaching the gates of an Enchanter's palace,

the doors of which yielded willingly to the " open Sesame" which

he bore about with him. This palace was the Hamburg

Theatre, and the Enchanter that very Reinhard Keiser about

whom I said a good deal in my third Lecture, and of whose

powers of enchantment you then had an opportunity of forming

some estimate. At this time Keiser, Handel's senior by twelve
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years, had made some way in the long and splendid career

which proved to be before him, and had more than begun to

exercise that influence which subsequently made itself felt so

actively and so widely. He was " facile princeps" among the

musicians, not of his age perhaps, but of his country. Among
those of his own standing he had no doubt many equals in

contrapuntal skill and general knowledge; but in invention,

facility, and taste, he stood alone among his compatriots. J. S.

Bach, like Handel (they were born in the same year), was as yet,

at the time of which I am speaking, among those always uncer-

tain and often disappointing personages—promising young men.

Among Reiser's forces Handel then enrolled himself, in the

comparatively humble capacity of a "ripieno," second violin.

The tide which leads on to fortune was not long in rising to

his feet, nor he unready to take it at the flood. The sudden

indisposition, not of the Prima Donna nor even of the Primo

Tenore, but of the Clavecinist, gave him an opportunity of which

he was in every sense prepared to avail himself. The duties of

the Clavecinist, up to a time quite recent, in an opera per-

formance, were both onerous and delicate. The greater part

of the dialogue was delivered in recitative, not accompanied as

is now the custom by more or less of the whole orchestra, but

by a single Violoncello, Double Bass, and Harpsichord; and

even of Songs large portions were left with no other written

accompaniment than a figured bass, out of which the Clavecinist

was expected to call into existence graces innumerable,—thus

in the fullest sense

" Untwisting all the chains that tye

The hidden soul of Harmony."

HandePs temporary lieutenancy soon led to permanent and

recognised occupation, and the substitute became a responsible

officer. Nor was his faculty for composition long without an

opportunity of being tested. During his stay in Hamburg he

produced four operas, which proved, with two or three excep-

r 2
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tions, to be the only works with German words he ever set to

music. To one of these exceptions 1 have now to call your

special attention. It is " The Passion," according to St. John ; >

interesting, if for no other reason, as the earliest work of

Handel that has been preserved (it is anterior to any even

of the operas I have just named), but far more so as exhibiting

his first manner; thus enabling us to estimate the effect

which his subsequent travels in Italy, and residence in England,

had upon his taste and genius.

This very curious work was first given to the world only a year

or two since—a century and a half after its completion and first

performance. Its publication is due to the German Handel

Society, of whose noble edition of Handel's complete works it

forms Part IX. The editor, Herr Chrysander, tells us, in his

brief preface, that it " bears so genuine a Handelian impress,

that, notwithstanding its youthful immaturity, it may claim a

place in the series of Handel's works on its own account/' and

that "no one will think of doubting its Handelian origin."

That it may claim a place among 'Handel's works on its own

account, that is as a work of genius, and one which those who

have gone into its history are fully satisfied is Handel's, is

unquestionable. But that " no one will think of doubting its

Handelian origin," from internal evidence, is so far from being

the case that I cannot discern in it the slightest trace of that

manner with which the subsequent works of Handel—even the

earliest of these—are unmistakeably impressed. The external

or historical evidence of the work being Handel's would seem

to be very strong indeed ; but the internal has, it seems to me,

been excogitated by the learned Editor u from the depths of his

own moral consciousness." Had the work been brought under

my notice anonymously, I should, I hope, have been able to fix

its date pretty accurately, but I should have hesitated long in

assigning it to any particular author. It abounds in passages,

or rather turns of expression, which are not unfrequent in the
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works of J. S. Bach, but which are not at all peculiar to him

;

while the vocal parts are far more becoming to the voice than

any Bach ever wrote, except by accident. The work is one

that none but a singer could have written; and Handel, we

know, though he had but a feeble voice, sang so exquisitely as

to have given pleasure to the greatest vocalists of his own
time—eminently a time of great vocalists.

The pieces to which I shall now ask you to listen form an

uninterrupted series, beginning with the work itself. They

lose something, as all music. does, by the translation of the

words to which it is set, however skilfully that may be made

;

but for this you will make allowance. The work begins with

a short symphony followed by a recitative for a Tenor voice,

to which the part of the Evangelist is assigned throughout.

This recitative is followed by a song for a Soprano, which I am
sure you will agree in thinking exquisite. It contains too the

only quasi- Handelian passage in the selection. The first phrase

bears some resemblance to that of the opening of the beautiful

quintet, " All that is in Hamor mine," in Handel's " Jephtha"

—his last oratorio, which is thus connected with his first by a

cycle of labour extending over all but fifty years. This song

is followed by another Tenor recitative, and a chorus ; this again

by another Tenor recitative, and this by a short Alto air for

Pilate, to whom some of the most graceful, I would almost say

some of the most touching, passages in the work are assigned.

We will stop with a duet for two Sopranos, which is perhaps

the most interesting movement of all. It is full of "imita-

tion," the first six bars indeed being in strict canon in unison.

It concludes with a most striking effect (evidently called forth

by the words) which the composer has thrown into the

instrumental bass, the vocal melody remaining undisturbed

—

gliding on like the waters of some deep clear stream, over

and round about some great boulder which has tumbled into

its bed.
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John xix.
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Recit. (Tenor.)
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Hail! all hail to thee, O King of Ju dah!

mt ^r^JElJEp^EJ^g^^-j^
;

Hail! all hail to thee, O King of Ju dah!

bhHi—

g

==p=g--rjzig=|->_-p__^L-zjzr-\

[-{= j—^i—^—^-y-tz=f-E=E=*
=j£EiEjzj=z=5

Hail! all hail to thee, King of Ju dah!

i

.-,_..

^s^F
^,—

•



252 The Passion.

#-
-H-H--

u

J^£-^
* rpzzp:

?} hM
King of Ju-dah!

JTZIT vtP
Hail ! all hail to thee,

•} iS^f^^fei
King of Ju - dah I

*—^ K-
Hail ! all hail to thee,

fc:

5 eSsIea

^
-*-=!- -=»-*

King of Ju-dah! Hail ! all hail to thee,

£ =—

^

3E£=£ $=£
*2Efl

King of Ju-dah! Hail ! all hail to thee,

*-*

Ef ff

J^

* ^j er

i i

-P—*=P-
8—
:pxp:

|S^^
P—

P

nn

fe r̂2—i

H=£=^r;

£

King of Ju dah!

ftfc=
:=Jz 3d

UU-
O King of Ju dah!

B§E

King of Ju
v

dah!

__^ -_g —r =*-

King of Ju

3t

dah!

^P:*=•: m m h-F-h1^^ KF-r^^'TUTT^^^"^
*-*



Handel. 253

Recit. (Tenor.)
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Then came Je - sus forth, wearing the crown of thorns, and pur -pie robe.

Duet. (Soprani.)

Adagio non troppo.
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HandeFs stay in Hamburg lasted three years at the end of

which, in 1706, at the age of twenty-one, having had much

experience in practical composition, and some in the superin-

tendence of operatic performance, he turned his steps in the

direction towards which his thoughts had doubtless been long

inclined—to Italy.

I have said enough already about the attractions which the

South of Europe must have held out to a young and inquiring

musician born on this side of the Alps, in the first years of the

eighteenth century. In 1706—9, which were the years occupied

by Handel's Italian travels, Alessandro Scarlatti was at the

summit of his reputation. The majority of the best pupils of

the school which he founded—the Neapolitan—were mere

youths; but one or two, his son Domenico, for instance, and

Porpora, were already distinguished artists. Corelli was still
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living at Rome, in the enjoyment of the dignity which attends

on the last years of a long and useful life, and his pnpil

Geminiani was carrying further the principles and practices

which Corelli had done so much to establish and improve.

Venice, never behind, generally ahead of, the rest of Italy

in artistic culture, abounded in excellent musicians, among

whom Lotti was the most complete, and Marcello the most

promising. Gasparini, Steffani, and Clari were all in the fullest

exercise of their powers. In Rome too, so rich in traditions

of all kinds, those of the old masters, notwithstanding their

rapid decay elsewhere, were still preserved and passed on, with

jealous and reverential care ; the music of Palestrina was

still worthily performed, and the style which he had perfected

still lived in the fresh productions of Tomaso Bai and Giuseppe

Pitoni.

Then, again, the most fascinating of musical arts—the art of

singing—new even in Italy, was absolutely unknown elsewhere.

To one with dispositions like Handel's who had never heard

anything better than the vocal utterances of his compatriots,

which one of their own old writers on music has likened to the

howling of wolves,—to one, I say, who had never heard anything

better than German singing, the spontaneous utterance, the

smooth passage from note to note, the flexibility, the sweetness

and strength, to say nothing of the sentiment, of an Italian

singer of the eighteenth century, would have been not so

much a sensation more delightful than any he had ever known

before, as the revelation and first experience of some new

sense.

It follows too that the people among whom artists like

those I have named were living and working—had been living

and working for more than a century and a half—had had their

susceptibility to beauty—to musical beauty especially—deve-

loped to the highest conceivable point, and that a musical student

would find in Italy not merely excellent individual models and

s 2
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instructors, but an- atmosphere iu which, if even unconsciously,

he would inhale music at every pore.

To realize the effect of all these influences upon one so pre-

pared for them as Handel—-prepared by his sterling musical

science and skill, no less than by his susceptibility and his

youth—no great effort of imagination would be needed, even

were all evidence in respect to it wanting. Fortunately this is

not the case ; for we have the best of all evidence of this effect

—

nothing less than that of his subsequent life and works. Those

three years in Italy transformed, or rather re-formed, him

entirely ; and the Handel who returned to Germany in 1709,

returned with new aspirations, new tastes, new methods of

working—returned, in fact, a new man ; for with artists " the

style is the man."

In 1709, 1 say, Handel returned to Germany—not, however,

to his native place, or to the place of his apprenticeship, but

to Hanover, where the Elector received him with open arms

;

for the young composer had made some reputation during his

travels, having given something to, in exchange for what he

had brought away from, Italy. The Elector offered him the

position of Chapel Master in his Court, and what was in those

days a handsome salary. This offer he accepted, on condition

of being allowed such leave of absence as would enable him to

visit England, which some English nobleman with whom he

fell in at Hanover had invited him to do. He reached

London in the month of December, 1710. He was not many

days in our busy capital before a commission was given him, to

set to music an opera called "Einaldo," founded on a well-known

episode of Tasso's " Jerusalem Delivered," the libretto of

which was the work of Aaron Hill, a small contemporary poet,

who was then also manager of the Haymarket Theatre. Hill

of course wrote his drama in English, and it was translated

into Italian by a certain Giacomo Rossi. Handel's rapidity of

composition would seem to have driven this poor man nearly

frantic. He proved quite unable to keep pace with the young,
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inventive and practised musician, who set his verses to music

faster than he had written them, and who unceasingly taxed

the poet's invention and industry for " more copy." Rossi

has left a record of his collaboration with Handel, in a short

and riot ungraceful preface to the printed copy of the work.

" Accept, I pray thee, discreet reader (he says), this my
hurried labour, and if it should not prove worthy of thy praise,

do not at any rate refuse it thy compassion—I would rather say,

thy justice—having regard to my limited time ; inasmuch as

the Signor Handel, the Orpheus of our age, in putting it to

music, has hardly given me time to write, far less to think ; for,

I have in the present instance been the amazed witness of an

unprecedented feat—the composition of an opera, complete

and perfect in all its parts, in the incredibly short space of

fourteen days V
In fourteen days, or rather within fourteen days, then, ac-

cording to this amazed witness, Handel threw off an opera, by

no means inconsiderable even in respect to quantity, the vigour,

sweetness, originality, and science of which at once established

his reputation in England. It was played many times suc-

cessively, to the exclusion of every other opera. Its reputation

soon spread to the Continent, and its success was as great in the

principal theatres of Italy and Germany as in London. It was

this work that called forth Handel's bon mot, addressed to

Walsh the publisher, who, it was said, had cleared 1500/. by it.

" My good sir, as it is right we should be upon an equal footing,

you shall compose the next opera, and / will sell it."

Of all Handel's works " Rinaldo," though of course not the

greatest, is surely the most interesting ; for it was his first con-

siderable production after his return northwards from Italy.

In comparing a few*specimens of it, therefore, with those you

heard just now, of " The Passion," written, you will remember,

before he left Germany, you will have the best possible oppor-

tunity of testing the truth of what I have said—that his Italian

travels entirely changed his style.
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It will be objected perhaps that no fair comparison is possible

between an oratorio or Church cantata and an opera. But it

must be remembered that Handel came to England in the capa-

city, professed and acknowledged, of an opera composer ; and

that it was not till three years after his first visit that he gave

his adopted countrymen any opportunity ofjudging of his talent

as an Ecclesiastical musician, by the composition of the Utrecht

"Te Deum" and "Jubilate;" while his second attempt at oratorio

was delayed till the year 1717, when he wrote, at Hanover,

his second " Passion"—thirteen years after the first. This

work, I may observe in passing, though set to German words,

is as widely different from the first, in style, as any two works

of the same class by any two different composers that could pos-

sibly be named. Moreover, by the time Handel set the Utrecht

" Te Deum," a new influence had been exercised upon him

—

that of English music. No doubt any setting of the "Te

Deum" by Handel would have been a fine one; but it would

surely have been altogether unlike the Utrecht, had he never

seen PurcelFs—which he has followed closely, even to a fault.

Handel's style subsequently to his Italian tour must therefore

be judged by his secular works, since there are no others to

test it by, of the same date.

I will ask you therefore to listen to three pieces—the first

two the songs, " Lascia ch'io pianga" and " II Tricerberof
the last, a march.

I have read somewhere that the former of these songs is

founded on an instrumental movement—a e< minuet" in fact

—

written by Handel many years before. It may be so. Somebody

mayhave danced to this tune before it left Hamburg, but it ismore

certain that many have wept to it since it came back from Italy.

Of a very different class is the latter, to which more than one

set of English words of a bacchanalian character have been

adapted. The subject of the original is the victory of Binaldo,

the hero of the drama, over the three-headed monster, Cerberus.
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AIK.—LASCIA CH'IO PIANGA.

From the Opera " Rinaldo."

Largo.
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SONG.—IL TEICERBERO UMILIATO.
From the Opera " Rinaldo." Handel (1711).

Allegro vivace. ( J = 80.) . _
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A short instrumental movement in this opera attained, and

for many years maintained, the most extraordinary popularity

—

the " March." It was adopted by the regiment of Life

Guards who, it is said, played it every day upon parade for

forty years. And, twenty years after its first production, it

was arranged by Pepusch, as a song and chorus in "The

Beggar's Opera," and sung to the following words :

—

" Let us take the road

;

Hark, I hear the sound of coaches,

The hour of attack approaches

;

T'your arms, brave boys, and load.

See the ball I hold;

Let the chemists toil like asses,

Our fire their fire surpasses,

And turns our lead to gold
!"
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MARCH.

Prom the Opera " Rinaldo,* Handel.

cres.

t-l—
-r-i—r g f Li P Ei

—
i

s-

f^=i
>

—

fe

—

r
f=±f

^^m

febbtej^p^j:



270 Water Music.

Handel remained in London for six or seven months after the

production of his opera "Rinaldo/'and then returned to Hanover.

The small capital of a small German State proved but an unex-

citing residence to one who had finished a sort of royal progress

through Europe by a splendid reception in London. Obtaining

a new leave of absence, he reappeared in London, in January,

1712, not many months after he had quitted it. Here he re-

mained, the centre of a continually increasing circle of friends

and admirers, altogether unmindful of the duties of his office at

Hanover (which he still held), until they were suddenly and

somewhat alarmingly brought to his recollection by the arrival

in England of the Elector, who, on the death of Queen Anne,

became King George I. Handel, who, it must be admitted, had

treated his old master very ill, was naturally doubtful how far the

King might resent his neglect and insubordination. He there-

fore kept out of his Majesty's way till some favourable occasion

might present itself for making his apologies and his peace. A
certain Baron Kilmanseck succeeded in finding this. The King

attending a fete on the river Thames, Handel prepared a num-

ber of short instrumental pieces, which the Baron arranged

should be played in a barge which followed that of the King, who

very soon, it is said, finding out to whose strains he was listening,

not unwillingly restored Handel, shortly after, to his favour.

This succession of little pieces is known, from the occasion

which suggested the composition and first performance of them,

as Handel's " Water Music." They are scored for, besides the

usual stringed instruments, flutes, oboes, bassoons, trumpets,

and French horns. The introduction of this latter instrument

(now a sine qua non in the orchestra) must have been a great

novelty at this time. I wish you could hear one or two of these

very elegant movements in their original orchestral form, but

even from the pianoforte arrangement which I have made you

will be quite able to un4erstand the clemency of King George I.

to his penitent composer.
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AIE.

From the " Water Music'* Handel.
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George I., whatever may have been his shortcomings in other

respects, certainly knew good music when he heard it, and how

to take care of a good musical composer when he had found—in

this instance, recovered—him. Having occasion in 1716 to revisit

Hanover, his Majesty, who certainly had proved the truth of

the proverb, (l out of sight out of mind/' determined to take

Handel with him. The king and the composer passed the year

1717 in Hanover. On their return to England, the latter took

up his residence with a nobleman whose wealth, taste, and

munificence have earned him the title accorded three centuries

before to Lorenzo de' Medici. For " the magnificent" Duke

of Chandos some of the best Church and Chamber music of

Handel's earlier years was composed, and among the latter the
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exquisite pastoral "Acis and Galatea." Handel had already-

composed and produced a Cantata on this same subject, at

Naples, in 1708; but, with trifling exceptions, the English

" Acis" is an altogether different work. This was first produced

at Cannons, the residence of the Duke of Chandos, in 1720, laid

aside, and probably forgotten by the composer, till the year

1732, when it was performed, possibly without his consent,

certainly without his participation, and at last reproduced

(with many additions) under his own direction.

"Acis and Galatea," however, did not assume its present

shape till many years after this. Once revived, the world

would not willingly part with it a second time; and it was

subsequently often performed under the direction of the com-

poser, who— as was his wont—made additions to, subtractions

from, and alterations in it, for every performance.

Whether from pressure of time, or from a very natural unwil-

lingness that so much good material and careful workmanship

should be wasted, Handel often fell back, later in life, on the

productions of his earlier years. And this, in two ways. (1) He

took the "subjects" of former compositions, and treated them in

a new way, developing them more fully, decorating them, and

augmenting their interest by the addition of others ; and (2)

a much more simple procedure, he took his older compositions

bodily, and adapted them to new situations and to new words—

often of a very different character.

The former of these procedures is one of the commonest

possible among musicians. The genius and science of a great

master are exhibited so much more signally in the treatment of

the subjects of a large movement—such a one, for instance, as

"We never will bow down," in "Israel in Egypt," or the "Amen"

chorus in "The Messiah"—than in the subjects themselves, that

musicians have at all times felt themselves justified, not merely

in making the same passages the subjects of different composi-

tions, but in using as subjects passages not of their own invention.

T 2
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In the early ages of modern music, i.e., in the fifteenth and

sixteenth centuries, this practice was rather the rule than the

exception; and even much later times might present us with

examples of structures of surpassing grandeur reared on old

foundations, or whose walls held many a stone which had done

duty elsewhere.

Thus—to bring in evidence one of the most inventive as well

as one of the most learned of modern composers—the principal

subjects of Mozart's overture to " Die Zauberflote" and of his

finale to the " Jupiter" symphony are, both of them, to be

found in the " Forty-eight Fugues" of J. S. Bach,—who, again,

was certainly not the inventor of the latter, nor perhaps of the

former. More recently, entire operas have been built up on

national melodies,—in two instances on one melody each.

Take away " Robin Adair" from Boildieu's "La Dame Blanche,"

or " The Last Rose of Summer" from Flotow's " Martha," with

the passages which grow directly or indirectly out of them, and

both those popular operas would cease to have visible or audible

existence.

As to Handel, like every composer of his own time, he would

have used old subjects—whether his own or not—without the

faintest idea ever crossing his mind that he was palming off old

goods for new ones, or stealing other people's. I dwell longer

than might at first seem necessary on these reproductions and

so called " plagiarisms," because a good deal has been said

about them lately. One of Handel's most recent biographers,

M. Schcelcher, has wasted much excellent indignation, and

poured out many vials of wrath on certain musical critics who

have indicated the movements in which Handel has availed

himself of the labours of his predecessors and contemporaries.

Heedless of the danger of proving too much, M. Schoelcher

would seem to claim for Handel the invention of every passage

to be found in the many works which bear his name—a claim
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which could not be substantiated in respect to the most inven-

tive genius the world has ever seen.

In one instance which " Acis and Galatea" presents of adapta-

tion of old materials, Handel has achieved a feat analogous to

what builders call " under-pinning." He has not furbished up

an old fabric with a new facade, nor has he rebuilt one out of

old materials. But he has left an entire and elaborate structure

as it was, and given it a new foundation. To drop metaphor, he

had added to a contrapuntal movement on two subjects, a third

subject which, from its surpassing dignity, situation, and treat-

ment, seems not to have been added to them, but, as it were, to

have taken them on to it. I cannot call to mind another in-

stance of a similar proceeding. Every one will know the

chorus " Wretched Lovers," and the wailing prophetic strain

with which it opens.

4UM>
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Wretch -ed lo - vers!

Those who know thus much will remember the stirring

second subject on the words, " Behold the Monster Poly-

pheny," and the counter subject, so different in character, on a

fragment of the same phrase. In a set of thirteen " Chamber

Duets" which Handel is said to have written during his slay in

Hanover after his first visit to England, i.e., in the year 1711,

there is a movement which is made up of the second and

third subjects of the chorus, but without the first. As an

example of one of Handel's earlier productions, of which he

evidently thought well, and which illustrates one of his modes

of working, you will be interested perhaps in hearing it. The

entire composition consists of three considerably developed

movements, of which the following is the last.
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DUET.—DAGL' AMORI FLAGELLATA.
From the " Chamber Duets" Handel.
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I have repeatedly called attention in this course to the fact

that, though many very ingenious and interesting essays in

instrumental music were made at very early epochs, the Second

Period (the fifteenth and sixteenth centuries) owes, so to speak,

all its interest for us—and even the Third Period with which we

have been lately dealing, most of its interest—to its vocal com-

positions. Instrumental music has actually attained its present

eminent or pre-eminent position—nay, I might say, it only began

to attain it—within the memory of men living. Mendelssohn

and Spohr were among us, as it seems, but the other day.

These very meetings of ours have been honoured by the pre-

sence of a musician who knew and had received council from

Beethoven. And I could name another who has actually seen,

and even spoken with, Haydn. The epoch of Handel is, as you

know, considerably anterior to this more recent and emi-

nently instrumental or " symphonic" epoch. Handel was forty-

seven years of age when Haydn was born ; and Mozart had only

attained his third year when Handel's career was brought to a

close. During the first half of the last century, a success in

instrumental music at all equivalent to that of Handel in vocal

music, was obviously not to be looked for. " Ample strides"

are not altogether unfamiliar to the student of art history ;

but the stride from Corelli to Beethoven was too ample even

for the giant Handel. Moreover, it must always be remembered

that the musical composer, unlike the poet or the painter,

touches the public only through an intermediate agency ; and

whatever Handel might have conceived, any musical conceptions

demanding for their expression more than a very limited

amount of executive skill must have waited many a long year

before they could have been made intelligible to any public, and

(I may add) before any public could have been found to whom
they would have proved intelligible. Handel, to whom nothing in

his art was alien or unfamiliar, wrote much instrumental music

;

but it bears no comparison, either in quantity or quality, with
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his vocal music. Indeed no instrumental music of that epoch

could possibly do so. But it would be a great mistake to suppose

that, whatever it might be relatively, absolutely Handel's in-

strumental pieces are deficient in invention, science, or interest.

On the contrary, some of them are among the comparatively

few contemporary works of this kind that are still familiar

even to the unlearned.

The "Pastoral Symphony" in " The Messiah/' and the March

in " Judas Maccabeus/' would of course have kept their places

in public estimation, in connexion with the two very popular

oratorios of which they form part. But the Overture to the

" Occasional Oratorio/' and above all the u Dead March" in

" Saul," are compositions which rest on their own individual

merits ; being known to comparatively few in their original

positions, to almost everybody as single pieces.

I propose however, on the present occasion, to call your

attention not to any pieces of this character, but to one or

two of a class which Handel did much to raise to its present

importance—music for keyed instruments.

The finger-board is a very ancient invention, and one of

those inventions which, being of necessity governed by natural

laws, attain perfection, in all essential points, at once. The

average size of the human hand once ascertained, the average

width of each key in the organ (to which keys were first

applied) was necessarily determined with it. The keyed in-

struments of the years following the first invention of the

finger-board, down to the latter part of the last century, differed

from the pianoforte in the fact that the strings were acted upon,

not by a hammer, but by a plectrum, which, by pulling the

string out of its place, set it in vibration—as the strings of the

harp or guitar are set in vibration by the finger. A still

existing type of these instruments is presented in the mandolin,

a little guitar still now and then heard in the streets. This

class of instrument, the generic term for which is " clavichord"



Pieces pour le Clavecin. 289

(i.e. stringed instrument with keys), attained perfection in the

harpsichord, examples of which many of you perhaps have seen.

For the harpsichord, on which Handel was a great performer,

he wrote many pieces, which were published at intervals during

his life, under the French title of " Pieces pour le Clavecin/'

The first Collection of these was published in 1720 ; the

second in 1733. In the first is found the air with variations,

since known as " The Harmonious Blacksmith." I say " since

known" because the name does not appear in any edition of these

Pieces published during Handel's life. Nor am I aware of any

authority for the story which has been connected with it. There

is nothing in itself improbable in the fact or fiction of a

musician like Handel excogitating a tune out of the blows of

a hammer, the chiming of bells, and the whistling of a black-

smith, either heard separately or all together. The tune has

been attributed to a contemporary of Handel, Wagenseil, a very

eminent performer on, and composer for, the harpsichord. But

so many musical ideas—other people's, as well as his own

—

must always have been stored in Handel's memory, that he

might very well be excused having forgotten, at times, who

were their right owners. Be this as it may, the tune, though

a very pretty one, owes all its celebrity to the variations that

follow it, which variations are indisputably Handel's, and

may be not unfitly compared to the tail of a comet, which,

small as may be its specific gravity, fills the mind of the common

observer with more wonder than does the body to which it

owes its existence.

The so-called " Harmonious Blacksmith" is too familiar and

too accessible to justify my introduction of it now. I prefer

bringing before you another and a less familiar example of

these Suites, or Series of movements. It is from No. 6 of the

Second Book, the first movement of which is an " Allemande,"

the second a " Courante," the third and last a " Gigue"—all

in G minor. You shall hear the " Courante."

u
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COURANTE.
From " Pieces pour le Clavecin"

2nd Col. No. 6. Handel.
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We have had two specimens of HandeFs earlier dramatic

music. It will be interesting and instructive to compare with

these one ofmuch later date, from the opera " Sosarme/' written

and produced in 1732, i.e., seven years before the termination

of his connexion with the Opera stage, and his entry on that

new career which has made his name so widely known among,

and so dear to, his countrymen by adoption. Here is an air,

better known in connexion with some sacred words subse-

quently misfitted to it, than in its original form. Touching

and graceful as is the melody, however allied, I greatly prefer

it with the original words, which are words of consolation from

a child to a mother. The notes are inspired by the very soul

of tenderness and filial love.

This I shall follow by an example of HandeFs songs of a

very different class—a class of which as yet we have had no

specimen, and to which I find it hard to give a distinctive

name. It would have been strange had Handel left no record

in his works of a certain humour, or rather playfulness of

character, none the less real from having been kept in check

by, or rather hidden under, a somewhat august if not austere

manner. There is a song in the secular oratorio (if I may

use such an expression) " Semele" (produced in 1743, the year

subsequent to that in which the " Messiah" was first performed)

which is sung by a somewhat unpromising vocalist, Somnus,

—

if not " in the intervals of business," at least in the intervals

of his normal state ; for it is a very lively song. Indeed it seems

to me less characteristic of Somnus than of Handel himself

at the time he wrote it ; being just such a song as a gentleman

of a certain age and portly presence might, under softening in-

fluences, throw off in an easy-going way. It is preceded by a

short dialogue in recitative between Juno and Iris, which ex-

plains the situation and is in itself pleasing. It will, I think,

be new to most of you.
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AIR.—RENDI 'L SERENO.

From the Opera " Sosarme." Handel.
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From Congeeve's " Semele."

Recitative. (Soprano.)

SCENE.
Handel.
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Air. (Basso.)

Allegro.

m
f-

lT
i iE±ii±gJEr*J3

3itSSElfg
--Efcfe

zxzq—i— i H^iJ——

^s 3—F=^ :£-*-

*=fc gEgEjECTzQ fo

(Somxtjs.) More sweet is that name than a soft pur - ling stream^ More-

J0. _«.

*
SS

-i—j- •—»

ai
#j#:

7^=P 4**

^=Jt ?
-I g BE :*=:

gUte •—i-«.

£^
• b -H *

\ P £££^£=83
sweet is that name than a soft purling stream, More sweet is that name than a

i
i

i iip^^H^^HtS
3f353332S

* •

:

t=Lid

^-•-^--•-^-ha*Sfe f - *-*-*
:i±=5Ss£=fc=i*

soft than a soft purling stream, than a

59 W=Rh

gi—as—p_.^— i 1—
r

=F=t*=*:

g^a^^^^^^^^



Handel. 299

biie* *=^
*=* 53 -•-P

(• P-

*3=P£tK;£SJ :

$
name, More sweet is that name than a soft . . <• . . than a

JfegpgjSSp^^
Ff

i i i i n Nj i
i

ails fe±§s^

fer^^^^^^^^i^i

soft purl ing stream, More sweet . . . More sweet . . . is

:fzzzi:
f F±—

r

1!" b—FFP1

7 G F
3F ^

f̂=£
=pc
*=r? g=p=F=^^

^JpBg^^i^^^l^^pg -5E-

that . . name, More sweet is that name than a soft purl - ing stream.

z£igzzjzzzzzz£j:z=^^
^zffzrj=zzzz^j:zzzz:*z4=4^V^^3^=^—d—-l-^£=^ :

tF

—

f—h-f

—

•—*-*-*—

j

—1—*-*- •—I—_j_—j—-—I

al
Szztz

^—»-, ^ jiPTtf^g



300 More sweet is that name.

*T

1 1 1 i i j i^>

p b—i/

^zft^t=£££ 1
st,Sg§

Fine.,

m^ -o-t- -B-

SE* ft- &
-=r-F- g—E

—

fc-

-• j 1 N »

1

With pleasure, with plea - sure re - pose I'll for • sake, If

$
feHi=i &n ^

efel
; r Jgfr

i=^S -*—
=r-

•»*i-

^=3- ^£ ^F=PM 3=* Ei

asiBs .**#». zw=fiffrr=wwwn-m—

t

5crp: P=?r
k u y c

1

1

1

you'll grant me but her to soothe me a - wake

With pleasure, with pleasure re-

jP^^8ipfB^£Ml
ai^m



Handel, 301

frfcCffT ;>
i if **__*_/» m ngrS£^=^4

pose I'll for -sake, If you'll grant me but her to soothe me a - wake .

awmm tac s it gjEB*-•—*

—

4 t^ V- -I -^TJi-^z

P "i -#-i-~P-»

—

W rn p-i c=t
-•—

*

—
to soothe me a - wake,

^ig 5—3- Hi3^ES¥=«

^£S=F£-=1—

5

3#

* ^-.^f-—

e

pE
D# Cir/jo.

1^^-F—^t-F-d-;;; *=£
If you'll grant me but her to soothe me a - wake.

$ t- r i i"

«T

Js 1 I I

f- f"

pgfci
:*•:

Da Capo.

* Efeai
fl=P-=j-P-* 3=2

I have confined myself in this lecture almost exclusively to

one view of Handel's genius and career, and this the least im-

portant, though perhaps not the least interesting, one. Of

Handel the composer of " The Messiah" and " Israel in Egypt/'

it cannot be so necessary to say anything, to an English audience,
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as of Handel the industrious, versatile, and ready artist in

operas, masques, ballets, concertos, sonatas, marches, gavots,

hornpipes, fire-music, water-music, forest-music, and I know

not what besides, and the thirty years' manager of a Loudon

Italian Opera House,—always (let this never be forgotten) the

same honest, truth-telling, God-fearing man, who so becomingly

gave his later years to compositions (as he himself said) better

suited to the decline of life, and which he hoped would " not

merely entertain his hearers but make them better."

Of Handel's influence on English musical composition Iwould

willingly have spoken more fully ; but I have already trespassed

too long on your indulgence. If I do so for a moment longer,

it is that I may, in your presence, very heartily thank the

Ladies and Gentlemen behind me—not forgetting those absent

—for co-operation which has more than doubled any interest

you may have taken in these lectures. What meets the public

ear is the least part of the labour of those who address them-

selves to it ; and I feel that I have taxed the time and pains of

my friends here very heavily. To you I may be permitted to

express a hope that our present parting may not prove to have

been final.

THE END.
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Crown 8vo. 6s.

BOURNE {John)—Works by.

Catechism of the Steam Engine
in its various Applications in the Arts ; to

which is now added a chapter on Air and
Gas Engines, and another devoted to

Useful Rules, Tables, and Memoranda.
212 Woodcuts. Crown 8vo. Js. 6d.

Handbook ofthe Steam Engine

;

a Key to the Catechism of the Steam
Engine. With 67 Woodcuts. Fcp. 8vo t 9*.

Recent Improvements in the
Steam Engine. With 124 Woodcuts.
Fcp. 8vo. 6s.

BO WEN.— Harrow Songs and
Other Verses. By Edward E.
Bowen. Fcp. 8vo. 2s. 6d.

BOWEN—Thirty Years of Co-
lonial Government : a Selection
from the Official Papers of the Rt. Hon.
Sir George Ferguson Bowen, G.C.M.G.
D. C. L. LL. D. &c. Edited by Stanley
Lane-Poole. 2 vols. 8vo. yzs.

BRASSEY{Lady)—Works by.

A Voyage in the 'Sunbeam,' our
Home on the Ocean for
Eleven Months.

Library Edition. With 8 Maps and
Charts, and 118 Illustrations, 8vo. 2 is.

Cabinet Edition. With Map and 66
Illustrations, crown 8vo. Js. 6d.

School Edition. With 37 Illustrations,

fcp. 2s. cloth, or 3s. white parchment.
Popular Edition . With 60 Illustrations,

4to. 6d. sewed, is. cloth.

BRASSEY (Lady)— Works by
continued.

Sunshine and Storm in the East.
Library Edition. With 2 Maps and

114 Illustrations, 8vo. 21s.

Cabinet Edition. With 2 Maps and
114 Illustrations, crown 8vo. Js. 6d.

Popular Edition. With 103 Illustra-

tions, 4to. 6d. sewed, is. cloth.

In the Trades, the Tropics, and
the * Roaring Forties.'

Cabinet Edition. With Map and 220
Illustrations, crown 8vo. ys. 6d.

Popular Edition. With 183 Illustra-

tions, 4to. 6d. sewed, ur. cloth.

The Last Voyage to India and
Australia in the ' Sunbeam/
With Charts and Maps, and 40 Illustrations

in Monotone (20 full-page), and nearly 200
Illustrations in the Text from Drawings
by R. T. Pritchett. 8vo. 21s.

Three Voyages in the * Sun-
beam.' Popular Edition. With 346
Illustrations, 4to. 2s. 6d.

BRA K—The Philosophy of Ne-
cessity ; or, Law in Mind as in Matter.

By Charles Bray. Crown 8vo. 5s.

Brinkley's Astronomy. Re-edited
and Revised by J. W. Stubbs, D.D.
and F. Brunnow, Ph.D. With 49
Diagrams. Crown 8vo. 6s.

BROWNE.— An Exposition of
the 39 Articles, Historical and
Doctrinal. By E. H. Browne, D.D.,
Bishop of Winchester. 8vo. 16s.

BRYDEN—Kloof and Karroo:
Sport, Legend, and Natural History in

Cape Colony. By H. A.Bryden. With
17 Illustrations. 8vo. 10s. 6d.

BUCKLE.—History of Civilisa-
tion in England and France,
Spain and Scotland. By Henry
Thomas Buckle. 3 vols. cr. 8vo. 24J.

BUCKTON(Mrs. CM.)—Works by.

Food and Home Cookery. With
II Woodcuts. Crown 8vo. 2s. 6d.

Health in the House. With 41
Woodcuts and Diagrams. Crown 8vo. 2s.
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BULL {Thomas)-Works by.

Hints to Mothers on the
Management of their Health
during the Period of Pregnancy. Fcp. 8vo.

is. 6d.

The Maternal Management of
Children in Health and Dis-
ease. Fcp. 8vo. is. 6d.

BULLLNGER.—K Critical Lexi-
con and Concordance to the
English and Greek New-
Testament. By E. W. BULLINGER,
D.D. Royal 8vo. 15J.

BURDETT.— Prince, Princess,
and People ; an Account of the Social

Progress and Development of our own
Times, as illustrated by the Public Life and
Work of their Royal Highnesses the Prince

and Princess of Wales, 1863-1889. By
Henry C. Burdett. 8vo. 21s.

BUTLER (SamueZy-'Worls.S by.

Op. I. Erewhon. Cr. 8vo. 55.

Op. 2. The Fair Haven. A Work
in Defence of the Miraculous Element in

our Lord's Ministry. Cr. 8vo. "js. 6d.

Op. 3. Life and Habit. An Essay
after a Completer View of Evolution.

Cr. 8vo. Js. 6d.

Op. 4. Evolution, Old and New.
Cr. 8vo. 10s. 6d.

Op. 5. Unconscious Memory. Cr.

8vo. p. 6d.

Op. 6. Alps and Sanctuaries of

Piedmont and the Canton
TkinO. Illustrated. Pott 4to. ioj-. 6d.

Op. 7. Selections from Ops. 1-6.

With Remarks on Mr. G. J. Romanes'
' Mental Evolution in Animals.' Cr. 8vo.

7s. 6d.

Op. 8. Luck, or Cunning, as the
Main Means of Organic
Modification ? Cr. 8vo. 7/. 6d.

Op. 9. ExVoto. An Account of the
Sacro Monte or New Jerusalem at Varallo-

Sesia. 1 or. 6d.

Holbein's 'La Danse.' A Note on
a Drawing called 'La Danse.' $s.

CARL YLE. — Thomas Carlyle

:

a History of his Life. By J. A. Froude.
Vols. I. and II. 1795—1835, crown 8vo.

7* Vols. III. and IV. 1834-1881,

crown 8vo. Js.

CAR US. — Fundamental Prob-
lems. The Method of Philosophy as a
Systematic Arrangement of Knowledge.
By Dr. Paul Cakus. Crown 8vo. 4^.

CASE.—Physical Realism: being
an Analytical Philosophy from the Physical
Objects of Science to the Physical Data
of Sense. By Thomas Case, M.A.
FellowandSeniorTutorC.C.C. 8vo. 15J,

CHLSHOLM. — Handbook of
Commercial Geography. By
G. G. Chisholm, B.Sc. With 29 Maps.
8vo. 16s.

CHURCHILL. — Speeches by
LordRandolphChurchill,M. P.
Selected and Edited, with an Introduction
and Kotes, by L. J. Jennings. 2 vols.

8vo. 24J.

Clavers, the Despot's Champion

:

a Scots Biography. By A Southern.
Crown 8vo. Js. 6d.

CLERK.—The Gas Engine. By
Dugald Clerk. With 101 Illustrations

and Diagrams. Crown 8vo. "js. 6d.

CLODD—The Story of Creation

:

a Plain Account of Evolution. By
Edward Clodd. With 77 Illustrations.

Crown 8vo. 3s. 6d.

CLUTTERBUCK.—The Skipper
in Arctic Seas. ByW. J. Clutter-
buck, one of the Authors of 'Three in

Norway.' With 39 Illustrations. Cr. 8vo.

10s. bd.

COATES—A Manual of Path-
ology. By Joseph Coats, M.D.
Pathologist to the Western Infirmary and
the Sick Children's Hospital, Glasgow.
With 364 Illustrations. 8vo. 31J. 6d.

COZJEA'SO.—ThePentSLteuch and
Book of Joshua Critically Ex-
amined. By J. W. Colenso, D.D.
late Bishop of Natal. Crown 8vo. 6s.

COMYN.—Atherstone Priory: a
Tale. By L. N. Comyn. Cr. 8vo. 2s. 6d.

CONDER.—K Handbook to the
Bible, or Guide to the Study of the Holy
Scriptures derived from Ancient Monu-
ments and Modern Exploration. By F.

R. Conder and C. R. Conder. Crown
8vo. Js. 6d.

CONINGTON {John) -Works by.

The iEneid of Virgil. Trans-
lated into English Verse. Crown 8vo. 6s.

The Poems of Virgil. Translated
into English Prose. Crown 8vo. 6s.
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CONYBEARE and HOWSON—
The Life and Epistles of St.

Paul. By the Rev. W. J. Conybeare,
M.A. and the Very Rev. J. S. Howson,
D.D.

Library Edition. 2 vols. 8vo. 2ls.

Student's Edition. I vol. crown 8vo. 6s.

COOKE.—-Tablets of Anatomy.
By Thomas Cooke, F.R.C.S. Eng.
B.A. B.Sc. M.D. Paris. Post 4to. 7*. 6d.

COOZIDGE.—Swiss Travel and
Swiss Guide-Books. By w. A. B.

Coolidge, Fellow of Magdalen College,

Oxford. Crown 8vo. ios. 6d.

CREIGHTON—History of the
Papacy During the Reforma-
tion. By the Rev. M. Creighton,M. A.
8vo. Vols. I. and II. 1378-1464, 32J. ;

Vols. III. and IV. 1464-1518, 245-.

CROOKES.-Stlect Methods in
Chemical Analysis (chiefly inor-
ganic). By William Crookes, F.R.S.
V.P.C.S. With 37 Illustrations. 8vo. 24J.

CRUMP (A.)r-Works by.

A Short Enquiry into the Form-
ation of Political Opinion,
from the Reign of the Great Families to

the Advent of Democracy. 8vo. 7s. 6d.

An Investigation into the Causes
of the Great Fall in Prices
which took place coincidently with the

Demonetisation of Silver by Germany.
8vo. 6s.

CULLEY.—Handbook of Prac-
tical Telegraphy. By R. s.

Culley, M. Inst. C.E. 8vo. \6s.

CURZON. — Russia in Central
Asia in 1889 and the Anglo-
Russian Question. By the Hon.
George N. Curzon, M.P. 8vo. 21,5-.

DA VIDSON
(
W. Z.)—Works by.

The Logic of Definition Ex-
plained and Applied. Cr. 8vo. 6s.

Leading and Important English
Words Explained and Ex-
emplified. Fcp. 8vo. 3s. 6d.

DE REDCLIFFE.—The Life of
the Right Hon. Stratford Can-
ning : Viscount Stratford De
Redcliffe. By Stanley Lane-Poole.
With 3 Portraits. 2 vols. 8vo. 36s.

DE SAL1S (Mrs.)—Works by.

Savouries a la Mode. Fcp. 8vo.
is. boards.

Entrees a la Mode. Fcp. 8vo.
is. 6d. boards.

Soups and Dressed Fish a la

Mode. Fcp. 8vo. is. 6d. boards.

Oysters a la Mode. Fcp. 8vo.
is. 6d. boards.

Sweets and Supper Dishes a la
Mode. Fcp. 8vo. is. 6d. boards.

Dressed Vegetables a la Mode.
Fcp. 8vo. is. 6d. boards.

Dressed Game and Poultry a
la Mode. Fcp. 8vo. is. 6d. boards.

Puddings and Pastry a la Mode.
Fcp. 8vo. is. 6d. boards.

Cakes and Confections a la
Mode. Fcp. 8vo. is. 6d. boards.

Wrinkles and Notions for every
Household. Cr. 8vo. 2s. 6d.

DE TOCQUE VILLE. — Demo-
cracy in America. By Alexis de
Tocqueville. Translated by Henry
Reeve, C.B. 2 vols, crown 8vo. 16s.

DELAND (Mrs.)—Works by.

John Ward, Preacher : a Story.
Crown 8vo. Cabinet Edition, 6s. ; Popu-
lar Edition, 2s. boards, 2s. 6d. cloth.

The Old Garden, and other Verses.
Fcp. 8vo. 5^.

Florida Days. With 12 Full-page
Plates (2 Etched and 4 in Colours), and
about 50 Illustrations in the Text, by
Louis K. Harlow. 8vo. 21s.

DICKINSON( W. H.)—Works by.

On Renal and Urinary Affec-
tions. With 12 Plates and 122 Wood-
cuts. ' 3 vols. 8vo. £3. 4-y. 6d.

The Tongue as an Indicator of
Disease I being the Lumbeian Lectures

delivered at the Royal College of

Physicians in March 1888. 8vo. Js. 6d.
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DO JVELL.—A History of Taxa-
tion and Taxes in England
.from the Earliest Times to the Year 1885.
By Stephen Dowell. (4 vols. 8vo.)
Vols. I. and II. The History of Taxation,
2 1 s. Vols. III. and IV. The History of
Taxes, 2 is.

DOYLE (/. A.)—Works by.

The English in America: Vir-
ginia, Maryland, and the
Carolinas. 8vo. iSs.

The English in America : The
Puritan Colonies. 2 vols. 8vo.

36^.

DOYLE {A. Conan)—Works by.

Micah Clarke : his Statement as
made to his three Grandchildren, Joseph,
Gervas, and Reuben, during the hard
Winter of 1734. With Frontispiece and
Vignette. Crown 8vo. 3^. 6d.

The Captain of the Polestar;
and other Tales. Crown 8vo. 6s.

Dublin University Press Series
(The) : a Series of Works undertaken
by the Provost and Senior Fellows of

Trinity College, Dublin.

Abbott's (T. K.) Codex Rescriptus Dublin-
ensis of St. Matthew. 4to. 21s.

. Evangeliorum Versio Ante-
hieronymianaexCodiceUsseriano(Dublin-
ensi). 2 vols, crown 8vo. 21s.

Allman's (G. J.) Greek Geometry from
Thales to Euclid. 8vo. 10s. 6d.

Burnside (W. S.) and Panton's (A. W.)
Theory of Equations. 8vo. 12s. 6d.

Casey's (John) Sequel to Euclid's Elements.
Crown 8vo. 3s. 6d.

Analytical Geometry of the

Conic Sections. Crown 8vo. 7.?. 6d.

Davies' (J. F.) Eumenides of ./Eschylus.

With Metrical English Translation. 8vo.

7s.

Dublin Translations into Greek and Latin
Verse. Edited by R. Y. Tyrrell. 8vo.

12s. 6d.

Graves' (R. P.) Life of Sir William
Hamilton. 3 vols. l$s. each.

Griffin (R. W.) on Parabola, Ellipse, and
Hyperbola. Crown 8vo. 6s.

Hobart's (W. K.) Medical Language of St.

Luke. 8vo. i6.r.

Leslie's (T. E. Cliffe) Essays in Political

Economy. 8vo. 10s. 6d.

Macalister's (A.) Zoology and Morphology
of Vertebrata. 8vo. 10s. 6d.

MacCullagh's (James) Mathematical and
other Tracts 8vo. 1 5-f.

Dublin University Press Series
(The )

—continued.

Maguire's (T.) Parmenides of Plato, Text
with Introduction, Analysis, &c. 8vo. 7s. 6d.

Roberts' (R. A.) Examples in the Analytic
Geometry of Plane Curves. Fcp. 8vo. ^s.

Southey's (R.) Correspondence with Caroline
Bowles. Edited by E. Dowden. 8vo. 14J.

Stubbs' (J. W.) History of the University
of Dublin, from its Foundation to the End
of the Eighteenth Century. 8vo. 12s. 6d.

Thornhill's (W. J.) The ^Eneid of Virgil,

freely translated into English Blank
Verse. Crown 8vo. Js. 6d.

Tyrrell's (R. Y.) Cicero's Correspondence.
Vols. I. and II. 8vo. each 12s.

— The Acharnians of Aristo-

phanes, translated into English Verse.

Crown 8vo. 2s. 6d.

Webb's (T. E.) Goethe's Faust, Transla-

tion and Notes. 8vo. 1 2s. 6d.

The Veil of Isis : a Series

of Essays on Idealism. 8vo. ioj. 6d.

Wilkins' (G.) The Growth of the Homeric
Poems. 8vo. 6s.

EARL.—The Elements of Labo-
ratory Work. A Course of Natural
Science for Schools. By A. G. Earl.
Crown 8vo. 4s. 6d.

EDERSHELM {Dr. A. E.) —
Works by.

The Life and Times of Jesus
the Messiah.
.Library Edition, 2 vols. 8vo. 24^.

Jesus the Messiah: being an
Abridged Edition of ' The Life and Times
ofJ esus the Messiah. ' 1 vol. cr. 8vo. 7s. 6d.

Prophecy and History in ref-
lation to the Messiah : the War-
burton Lectures, 1880-1884. 8vo. \2s.

ELLICOTT (C. /, D.D. Bishop of
Gloucester and Bristol)—Works

r> by.

A Critical and Grammatical
Commentary on St. Paul's
Epistles. 8vo.

I. Corinthians. \6s.

Galatians. 8s. 6d.

Ephesians. Ss. 6d.

Pastoral Epistles. 10s. 6d.

Philippians, Colossians, and Philemon.
I or. 6d.

Thessalonians. Js. 6d.

Historical Lectures on the Life
of Our Lord Jesus Christ.
8vo. 12s.
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ENGLISH WORTHIES. Fcp.
8vo. is. each, sewed ; is. 6d. each, cloth.

Darwin. By Grant Allen.

Marlborough. By G. Saintsbury.

Shaftesbury {The First Earl). By
H. D. Traill.

Admiral Blake. By David Hannay.

Raleigh. By Edmund Gossf.

Steele. By Austin Dobson.

Ben Jonson. By J. A. Symonds.

Canning. By Frank H. Hill.

Claverhouse. By Mowbray Morris.

ERICHSEN {John Eric)—Works
by.

The Science and Art of Surgery:
Being a Treatise on Surgical Injuries,

Diseases, and Operations. With 1,025
Illustrations. 2 vols. 8vo. 48^.

On Concussion of the Spine,
Nervous Shocks, and other Obscure In-

juries of the Nervous System, Cr. 8vo.

lew. 6d.

EWALD (Heinrich)—Works by.

The Antiquities of Israel. Trans-
lated from the German by H. S. Solly,
M.A. 8vo. 1 2s. 6d.

The History of Israel. Trans-
lated from the German. 8 vols. 8vo.

Vols. I. and II. 24J. Vols. III. and
IV. 21s. Vol. V. 18*. Vol. VI. 16s.

Vol. VII. 21s. Vol. VIII. with Index
to the Complete Work. i%s.

EARRAR.—Language and Lan-
guages. A Revised Edition of Chap-
ters on Language and Families of Speech.

By F. W. Farrar, D.D. Crown 8vo. 6s.

EIRTH.—Nation Making : a Story
of New Zealand Savageism and Civil-

isation. By J. C. Firth, Author of
' Luck ' and ' Our Kin across the Sea.

'

Crown 8vo.

EITZWYGRAM. — Horses and
Stables. By Major-General Sir F.
Fitzwygram, Bart. With 19 pages of
Illustrations. 8vo. 5$.

FORBES.—A Course of Lectures
On Electricity, delivered before the

Society of Arts. By George Forbes.
With 17 Illustrations. Crown 8vo. 5s.

FORD.—-The Theory and Prac-
tice of Archery. By the late Horace
Ford. New Edition, thoVoughly Revised

and Re-written by W. Butt, M.A. With
a Preface by C. J. Longman, M.A.
F.S.A. 8vo. 14*.

FOX.—The Early History of
Charles James Fox. By the

Right Hon. Sir G. O. Trevelyan, Bart.

Library Edition, 8vo. 18^.

Cabinet Edition, cr. 8vo. 6s.

FRAArCIS.—A Book on Angling;
or, Treatise on the Art of Fishing in every

branch ; including full Illustrated List

of Salmon Flies. By Francis Francis.
Post 8vo. Portrait and Plates, l$s.

FREEMAN. — The Historical
Geography of Europe. ByE. A.
Freeman. With 65 Maps. 2 vols. 8vo.

3 1 s. 6d.

FROUDE (James A.)—Works by.

The History of England, from
the Fall of Wolsey to the Defeat of the

Spanish Armada. 12 vols, crown 8vo.

£2. 2S.

Short Studies on Great Sub-
jects. 4 vols, crown 8vo. 24$-.

Caesar : a Sketch. Crown 8vo. 3^. 6d,

The English in Ireland in the
Eighteenth Century. 3 vols.

crown 8vo. 18^.

Oceana ; or, England and Her
Colonies. With 9 Illustrations. Crown
8vo. 2s. boards, 2s. 6d. cloth.

The English in the West Indies;
or, the Bow of Ulysses. With 9
Illustrations. Crown 8vo. 2s. boards,

2s. 6d. cloth.

The Two Chiefs of Dunboy;
an Irish Romance of the Last Century.

Crown 8vo. 6s.

Thomas Carlyle, a History of his

Life, 1795 to l835« 2 vols * crown 8va*

7j. 1834 to 188 1. 2 vols, crown 8vo. 7s.
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GAIRDNER and COATS. — On
the Diseases Classified by the
Registrar-General as Tabes
Mesenterica. By w. t. gairdner,

m.d. ll.d. On the Pathology
of Phthisis Pulmonalis. By
Joseph Coats, M.D. With 28 Illustr-

ations. 8vo. I2J. 6d.

GALLOWAY.—The Fundamen-
tal Principles of Chemistry
Practically Taught by a New Method. By
Robert Galloway. Cr. 8vo. 6*. 6d.

GANOT {Professor)— Works by.
Translated by E. Atkinson, Ph. D. F. C. S.

Elementary Treatise on Phy-
sics. With 5 Coloured Plates and 923
Woodcuts. Crown 8vo. 15^.

Natural Philosophy for General
Readers. With 2 Plates, 518 Wood-
cuts, and an Appendix of Questions.

Crown 8vo. Js. 6d.

GARDLNER (Samue/ Raivsoii)—

Works by.

History of England, from the
Accession of James I. to the Outbreak
of the Civil War, 1603-1642. 10 vols.

crown 8vo. price 6s. each.

A History of the Great Civil

War, 1642-1649. (3 vols.) Vol. 1.

1642-1644. With 24 Maps. 8vo. 21s.

Vol.11. 1644-1647. With21Maps.8vo.24j-.

GARROD (Sir Alfred Baring)—
Works by.

A Treatise on Gout and Rheu-
matic Gout (Rheumatoid Arthritis).

With 6 Plates, comprising 21 Figures

(14 Coloured), and 27 Illustrations en-
graved on Wood. 8vo. 21s.

The Essentials of Materia
Medica andTherapeutics. New
Edition, revised and adapted to the New
Edition of the British Pharmacopoeia, by
Nestor Tirard, M. D. Cr. 8vo. \2s. 6d.

GLBSON.—h Text-Book of Ele-
mentary Biology. By R.J.Harvey
Gibson, M.A. With 192 Illustrations.

Fcp. 8vo. 6*.

GOETHE.— Faust. ANew Transla-
tion chiefly in Blank Verse ; with Intro-

duction and Notes. By James Adey
Birds. Crown 8vo. 6s.

Faust. The Second Part. A New
Translation in Verse. By James Adey
Birds. Crown 8vo. 6s.

GRA Y — Anatomy, Descriptive
and Surgical. By Henry Gray,
F. R. S. With 569 Woodcut Illustrations,

a large number of which are coloured.

Royal 8vo. 36*.

GREEN.—TheWorks ofThomas
Hill Green. Editedby R. L. Nettle-
ship (3 vols.) Vols. I. and II.

—

Philosophical Works. 8vo. 16s. each.

Vol. III.—Miscellanies. With Index to

the three Volumes and Memoir. 8vo. 21s.

The Witness of God and Faith :

Two Lay Sermons. By T. H. Green.
Fcp. 8vo. 2s.

GREVILLE.—K Journal of the
Reigns of King George IV.
King William IV. and Queen
Victoria. By C. C. F. Greville.
Edited byH. Reeve. 8 vols. Cr.8vo.6j.ea.

GWILT—An Encyclopaedia of
Architecture. By Joseph Gwilt,
F.S.A. Illustrated with more than 1,700
Engravings on Wood. 8vo. 52J. 6d.

HAGGARD. — Life and its
Author : an Essay in Verse. By Ella
Haggard. With a Memoir by H. Rider
Haggard, and Portrait. Fcp. 8vo. y.6d.

HAGGARD (H Rider)—Works
by.

She. With 32 Illustrations by M.
Greiffenhagen and C. H. M. Kerr.
Crown 8vo. 3*. 6d.

Allan Quatermain. With 31 Il-

lustrations by C. H. M. Kerr. Crown
8vo. 3-r. 6d.

Maiwa's Revenge ; or, the War
of the Little Hand. Crown 8vo 2s,

boards ; 2s. 6d. cloth.

Colonel Quaritch, V.C. A Novel.
Crown 8vo. 3s. 6d.

Cleopatra : being an Account of the
Fall and Vengeance of Harmachis, the

Royal Egyptian. With 29 Full-page
Illustrations by M. Greiffenhagen and
R. Caton Woodville. Crown 8vo. 6s.

Beatrice. A Novel. Cr. 8vo. 65-.
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HARTE {Bret)—Works by.

In the Carquinez Woods. Fcp.
8vo. is. boards ; is. 6d. cloth.

On the Frontier. i6mo. i*.

By Shore and Sedge. i6mo. if.

HARTWIG (ZV.)—Works by.

The Sea and its LivingWonders.
With 12 Plates and 303 Woodcuts. 8vo.

\os. 6d.

TheTropical World. With 8 Plates,

and 172 Woodcuts. 8vo. los. 6d.

The Polar World. With 3 Maps,
8 Plates, and 85 Woodcuts. 8vo. ioj. 6d.

The Subterranean World. With
3 Maps and 80 Woodcuts. 8vo. 10s. 6d.

The Aerial World. With Map,
8 Plates, and 60 Woodcuts. 8vo. 10s. 6d.

The following books are extracted from the

foregoing works by Dr. Hartwig :

—

Heroes of the Arctic Regions.
With 19 Illustrations. Crown 8vo. 2s.

Wonders of theTropicalForests.
With 40 Illustrations. Crown 8vo. 2s.

Workers Under the Ground.
or, Mines and Mining. With 29 Illus-

< trations. Crown 8vo. 2s.

Marvels Over Our Heads. With
29 Illustrations. Crown 8vo. 2s.

Marvels Under Our Feet. With
22 Illustrations. Crown 8vo. 2s.

Dwellers in the Arctic Regions.
With 29 Illustrations. Crown 8vo. 2s. 6d.

Winged Life in the Tropics.
With 55 Illustrations. Crown 8vo. 2s. 6d.

Volcanoes and Earthquakes.
With 30 Illustrations. Crown 8vo. 2s. 6d.

Wild Animals of the Tropics.
With 66 Illustrations. Crown 8vo. 3^. 6d.

Sea Monsters and Sea Birds.
With 75 Illustrations. Crown 8vo. 2s. 6d,

Denizens of the Deep. With
117 Illustrations. Crown 8vo. 2s. 6d.

HA SSALL. — The Inhalation
Treatment of Diseases of the
Organs of Respiration, including

Consumption. By Arthur Hill
Hassall, M.D. With 19 Illustrations

of Apparatus. Crown 8vo. 12s. 6d.

HA VELOCK.— Memoirs of Sir
Henry Havelock, K.C.B. By
John Clark Marshman. Cr. 8vo. 3^. 6d.

HEARN.— The Government of
England ; its Structure and its De-
velopment. By William Edward
Hearn. 8vo. ids.

HELMHOLTZ (Prof.)—Works by.

On the Sensations of Tone as a
Physiological Basis for the
Theory of Music. Royal 8vo. 28*.

Popular Lectures on Scientific

Subjects. With 68 Woodcuts. 2 vols.

Crown 8vo. 15^. or separately, Js. 6d. each.

HENDERSON. — The Story of
Music. ByWJ.HENDERSON. Cr.Svo.6x.

HERSCHEL.—Outlines of Astro-
nomy. By Sir J. F. W. Herschel,
Bart. M.A. 8vo. 12s.

Hester's Venture : a Novel. By
the Author of 'The Atelier du Lys.'

Crown 8vo. 2s. 6d.

HIGGINSON. — The Afternoon
Landscape : Poems and Translations.

By Thomas Wentworth Higginsox,
Colonel U.S. Army. Fcp. 8vo. $s.

HISTORIC TOWNS. Edited by
E. A. Freeman, D.C.L. and Rev.

William Hunt, M.A. With Maps and
Plans. Crown 8vo. 3-r. 6d, each.

Bristol. By W. Hunt.

Carlisle. By Mandell Creighton.

Cinque Ports. By Montagu
Burrows.

Colchester. By E. L. Cutts.

Exeter. By E. A. Freeman.

London. By W. E. Loftie.

Oxford. By C. W. Boase.

Winchester. By G. W. Kitchin.

HOLMES.—A System of Surgery,
Theoretical and Practical, in Treatises by
various Authors. Edited by Timothy
Holmes, M.A. and J. W. Hulke,
F.R.S. 3 vols, royal 8vo. £4. 4s.

HOPKINS.—Christ the Consoler

;

a Book of Comfort for the Sick. By
Ellice Hopkins. Fcp. 8vo. 2s. 6d.
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HO WITT.—Visits to Remarkable
PlaceS,01d Halls, Battle-Fields, Scenes
illustrative of Striking Passages in English
History and Poetry. By William
Howitt. 80 Illustrations. Cr. 8vo. 3*. 6d.

HUDSONand GOSSE.—TheRoti-
fera, or 'Wheel Animalcules.' By C. T.
Hudson, LL.D. and P. H. Gosse,
F.R.S. With 30 Coloured and 4 Un-
coloured Plates. In 6 Parts. 4to. iar. 6d.

each ; Supplement, 12s. 6d. Complete
in 2 vols, with Supplement, 4to. £4. 4s.

HULLAH {John)—Works by.

Course of Lectures on the His-
tory of Modern Music. 8vo.

8j. 6d.

Course of Lectures on the Tran-
sition Period of Musical
History. 8vo. icw. 6d.

HUME. — The Philosophical
Works of David Hume. Edited
by T. . H. Green and T. H. Grose.
4 vols. 8vo. $6s. Or separately, Essays,

2 vols. 28^. Treatise of Human Nature.

2 vols. 28j.

HURLBERT—Prance and Her
Republic : a Record ofThings Seen and
learned in -the French Provinces during
the 'Centennial Year,' 1889. By Wm.
Henry Hurlbert, Author of ' Ireland

under Coercion.' 1 vol. 8vo. iSj-

.

HUTCHINSON {Horace)—Works
by.

Cricketing; Saws and Stories.
With rectilinear Illustrations by the

Author. l6mo. IJ,

The Record of a Human Soul.
Fcp. 8vo. 3-r. 6d.

HUTH—The Marriage of Near
Kin, considered with respect to the Law
of Nations, the Result of Experience,
and the Teachings of Biology. By
Alfred II. Huth. Royal 8vo. 2U.

In the Olden Time : a Tale of
the Peasant War in Germany. By Author
of Mademoiselle Mori.' Cr. 8vo. 2s. 6d.

INGELOW (Jean)—Works by.

Poetical Works. Vols. I. and II.

Fcp. 8vo. 12s. Vol. III. Fcp. 8vo. 5^.

Lyrical and Other Poems. Se-
lected from the Writings of Jean
Ingelow. Fcp. 8vo. 2s. 6d. cloth plain ;

3-r. cloth gilt.

JAMES. -The LongWhite Moun-
tain ; or, a Journey in Manchuria, with
an Account of the History, Administra-
tion, and Religion of that Province. By
H.E. James. With Illustrations. 8vo. 4s.

JAMESON (Mrs.)—Works by.

Legends of the Saints and Mar-
tyrs. With 19 Etchings and 187 Wood-
cuts. 2 vols. 3ij. 6d.

Legends of the Madonna, the
Virgin Mary as represented in Sacred
and Legendary Art. With 27 Etchings
and 165 Woodcuts. 1 vol. 21s.

Legends of the Monastic Orders.
With 11 Etchings and 88 Woodcuts.
1 vol. 2IS.

History of the Saviour, His Types
and Precursors. Completed by Lady
Eastlake. With 13 Etchings and 281
Woodcuts. 2 vols. 42s.

JEEEERIES—Field and Hedge-
row I last Essays of Richard Jeffe-
RIES. Crown 8vo. 3^. 6d.

fESSOT(G. H.)—Works by.

Judge Lynch: a Tale of the Cali-

fornia Vineyards. Crown 8vo. 6s.

Gerald Ffrench's Friends. Cr.
8vo. 6s. A collection of Irish-American

character stories.

JOHNSON — The Patentee's
Manual ; a Treatise on the Law and
Practice of Letters Patent. By J. Johnson
and J. H. Johnson. 8vo. ios. 6d.

JOHNSTON—A General Dic-
tionary Of Geography, Descrip-

tive, Physical, Statistical, and Historical ;

a complete Gazetteer of the World. By
Keith Johnston. Medium 8vo. 42s.

JORDAN ( William Leighton) —
Works by.

The Ocean : a Treatise on Ocean
Currents and Tides. 8vo. 2ls,

The New Principles of Natural
Philosophy. With opiates. 8vo.2U.

The Winds : an Essay in Illustration

of the New Principles of Natural Philo-

sophy. Crown 8vo. 2s.

The Standard of Value. Svo. 6s.
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JUKES {Andrew)—Works by.

The New Man and the Eternal
Life. Crown 8vo. 6s.

The Types of Genesis. Crown
8vo. Js. 6d.

The Second Death and the Res-
titution Of All Things. Crown
8vo. 3-r. 6d.

The Mystery of the Kingdom.
Crown 8vo. 2s. 6d.

The Names of God in Holy
Scripture; a Revelation of His Nature
and Relationships. Crown 8vo. 4s. 6d.

JUSTINIAN.—The Institutes of
Justinian ; Latin Text, chiefly that of

Huschke, with English Introduction.

Translation, Notes, and Summary. By
Thomas C. Sandars, M.A. 8vo. i8j.

KALISCH{M. ^/.)—Works by.

Bible Studies. Part I. The Pro-
phecies of Balaam. 8vo. 10s. 6d. Part

II. The Book of Jonah. 8vo. ior. 6d.

Commentary on the Old Testa-
ment; with a New Translation. Vol.1.
Genesis, 8vo. i8j. or adapted for the

General Reader, 12s. Vol. II. Exodus,

15^. or adapted for the General Reader,

12s. Vol. III. Leviticus, Part I. 15^. or

adapted for the General Reader, 8s.

Vol. IV. Leviticus, Part II. 15s. or

adapted for the General Reader, Ss.

Hebrew Grammar. With Exer-
cises. Part I. 8vo. 12s. 6d. Key, 5-f.

Part II. 1

2

s. 6d.

KANT{Immamiel)—Works by.

Critique of Practical Reason,
and other Works on the
Theory Of Ethics. Translated

by T. K. Abbott, B.D. With Memoir.
8vo. \2s. 6d.

Introduction to Logic, and his
Essay on the Mistaken Sub-
tilty of the Four Figures.
Translated by T. K. Abbott. Notes by
S. T. Coleridge. 8vo. 6s.

KENDAIL {May)—Works by.

From a Garrett. Crown 8vo. 6s.

Dreams to Sell ; Poems. Fcp.
8vo. 6s.

1 Such is Life
'

: a Novel. Crown
8vo. 6s.

KIIIICK—Handbook to Mill's
System Of Logic. By the Rev. A.
H. Killick, M.A. Crown 8vo. 3*. 6d.

KOIBE.—h Short Text-Book of
Inorganic Chemistry. By Dr.
Hermann Kolbe. With 66 Illustra-

tions. Crown 8vo. Is. 6d.

IADD.—Elements of Physiolo-
gical Psychology: By George
T. Ladd. 8vo. 21s.

IANG {Andrew)—Works by.

Custom and Myth: Studies of Early
Usage and Belief. With 15 Illustrations.

Crown 8vo. Js. 6d.

Books and Bookmen. With 2
Coloured Plates and 17 Illustrations. Cr.
8vo. 6s. 6d.

Grass of Parnassus. A Volume
of Selected Verses. Fcp. 8vo. 6s.

Letters on Literature. Crown
8vo. 6s. 6d.

Old Friends : Essays in Epistolary
Parody. 6s. 6d.

Ballads of Books. Edited by
Andrew Lang. Fcp. 8vo. 6s.

The Blue Fairy Book. Edited by
Andrew Lang. With numerous Il-

lustrations by H. J. Ford and G. P.
Jacomb Hood. Crown 8vo. 6s.

The Red Fairy Book. Edited by
Andrew Lang. With numerous Illus-

trations by H. J. Ford and Lancelot
Speed, Crown 8vo. 6j-.

IA VIGER1E. — Cardinal Lavi-
gerie and the African Slave
Trade, i vol. 8vo. 14^.

IECKY{ W. E. H.)—Works by.

History of England in the
Eighteenth Century. 8v .Vois.
I. & II. 1700-1760. 36^. Vols. Ill,
&IV. 1 760-1 784. 36^. Vols. V. &VI.
1 784-1 793. 36^.

The History of European Morals
from Augustus to Charle-
magne. 2 vols, crown 8vo. 16s.

History of the Rise and Influ-
ence of the Spirit of Ra-
tionalism in Europe. 2 vols.

crown 8vo. 16s.
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LEES and CLUTTERBUCK. —
B.C. 1887, A Ramble in

British Columbia. By j. a.
Lees and W. J. Clutterbuck. With
Map and 75 Illustrations. Crown 8vo. 6s.

LE WES.—The History of Philo-
sophy, from Thales to Comte. By
George Henry Lewes. 2 vols, 8vo. 32*.

Light through the Crannies.

—

Parables and Teachings from the other

Side. First Series. Cr. 8vo. is. swd. ;

is. 6d. cloth.

LIVE1NG (Robert)—Works by.

Handbook on Diseases of the
Skin. Fcp 8vo. $s.

Notes on the Treatment of Skin
Diseases. i8mo. 3*

LL YD.—A Treatise on Magnet-
ism, General and Terrestrial. By H«
Lloyd, D.D. D.C.L. 8vo. \qs. 6d.

LLOYD.—The Science of Agri-
culture. By F. J. Lloyd. 8vo. 12s.

LONGMAN(Frederick W.)—Works
by.

Chess Openings. Fcp. 8vo. 25. 6d.

Frederick the Great and the
Seven Years' War. Fcp. 8vo.

2s. 6d.

A New Pocket Dictionary of
the German and English
Languages. Square l8mo. 2s. 6d.

Longman's Magazine. Published
Monthly. Price Sixpence.

Vols. 1— 15, 8vo. price $s. each.

Longmans' New Atlas. Political

and Physical. For the Use of Schools
and Private Persons. Consisting of 40
Quarto and 16 Octavo Maps and Dia-

grams, and 16 Plates of Views. Edited

by Geo. G. Chisholmj M.A. B.Sc.

Imp. 4to. or imp. 8vo. 12s. 6d.

LONGMORE (Surgeon- General Sir
T.)—Works by.

Gunshot Injuries ; their History,
Characteristic Features, &c. With 58
Illustrations. 8vo. 31J. 6d.

The Illustrated Optical Manual;
or, Handbook of Instructions for the
Guidance of Surgeons in Testing Quality
and Range of Vision. With 74 Illus-

trations. 8vo. 145-.

LOUDON (J. C.)—Works by.

Encyclopaedia of Gardening.
With 1,000 Woodcuts. 8vo. 21s.

Encyclopaedia of Agriculture

;

the Laying-out, Improvement, and
Management of Landed Property. With
1,100 Woodcuts. 8vo. 21s.

Encyclopaedia of Plants; the
Specific Character, &c. of all Plants found

in Great Britain. With 12,000 Wood-
cuts. 8vo. 42^.

LUBBOCK.-The Origin of Civil-

isation and the Primitive Condition
of Man. By Sir J. Lubbock, Bart.

M.P. With 5 Plates and 20 Illustrations

in the text. 8vo. i8j.

L YALL.—TheAutobiography ofa
Slander. By Edna Lyall, Author
of ' Donovan,' &c. Fcp. 8vo. is. sewed.

Lyra Germanica ; Hymns Trans-
lated from the German by Miss C.
WlNKWORTH. Fcp. 8vO. $S.

MACAULAY—Works and Life
of LORD MA CA ULA Y

History of England from the
Accession of James the
Second.

Popular Edition, 2 vols, crown 8vo. $s.

Student's Edition, 2 vols, crown 8vo. 12s,

People's Edition, 4 vols, crown 8vo. i6j.

Cabinet Edition, 8 vols, post 8vo. 48J.

Library Edition, 5 vols. 8vo. £4.

Critical and Historical Essays,
with Lays of Ancient Rome,
in I volume :

Popular Edition, crown 8vo. 2s. 6d.

Authorised Edition, crown 8vo. 2s. 6d. or

y. (id. gilt edges.

Critical and Historical Essays:
Student's Edition, 1 vol. crown 8vo. 6s.

People's Edition, 2 vols, crown 8vo. 8s.

Trevelyan Edition, 2 vols, crown 8vo. gs.

Cabinet Edition, 4 vols, post 8vo. 24$-.

Library Edition, 3 vols. 8vo» 36^.

[ Continued on next page.
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MACAULAY—Works and Life
Of LORD MACAULA Y-contd.

Essays which may be had separ-
ately price 6d. each sewed, is. each cloth

:

Addison and Walpole.
Frederick the Great.

Croker's BoswelPs Johnson.
Hallam's Constitutional History.

Warren Hastings. (3d. sewed, 6d. cloth.)

The Earl of Chatham (Two Essays).

Ranke and Gladstone.

Milton and Machiaveili.

Lord Bacon.
Lord Clive.

Lord Byron, and The Comic Dramatists of

the Restoration.

The Essay on Warren Hastings annotated
by S. Hales, is. 6d.

The Essay on Lord Clive annotated by
H. Courthope Bowen, M.A. 2s. 6d.

Speeches

:

People's Edition, crown 8vo. 3^. 6d.

Miscellaneous Writings

:

People's Edition, 1 vol. crown 8vo. 4s. 6d.

Library Edition, 2 vols. 8vo. 21s.

Lays of Ancient Rome, &c.
Illustrated by G. Scharf, fcp. 4to. 10s. 6d.

Bijou Edition,

i8mo. 2s. 6d. gilt top.

Popular Edition,

fcp. 4to. 6d. sewed, is. cloth.

Illustrated by J. R. Weguelin, crown 8vo.

3j. 6d. cloth extra, gilt edges.

Cabinet Edition, post 8vo. 3^. 6d.

Annotated Edit. fcp. 8vo. is. sewed, is.6d. cl.

Miscellaneous Writings and
Speeches

:

Popular edition, I vol. crown 8vo. 2s. 6d.

Student's Edition, in 1 vol. crown 8vo. 6s.

Cabinet Edition, including Indian Penal
Code, Lays of Ancient Rome, and Mis-
cellaneous Poems, 4 vols, post 8vo. 24^.

Selections from the Writings
of Lord Macaulay. Edited, with
Occasional Notes, by the Right Hon. Sir

G. O. Trevelyan, Bart. Crown 8vo. 6s.

Complete Works of Lord Ma-
caulay.

Library Edition, 8 vols. 8vo. £$. 5.5-.

Cabinet Edition, 16 vols, post 8vo. £$. 16s.

The Life and Letters of Lord
Macaulay. By the Right Hon. Sir

G. O. Trevelyan, Bart.

Popular Edition, 1 vol. crown 8vo. 2s. 6d.
Student's Edition, 1 vol. crown 8vo. 6s.

Cabinet Edition, 2 vols, post 8vo. 12s.

Library Edition, 2 vols. 8vo. 36J.

MACDONALD (Geo.) — Works
by.

Unspoken Sermons. First and
Second Series. Crown 8vo. 3s. 6d. each.

Third Series. Crown 8vo. Js. 6d.

The Miracles of Our Lord.
Crown 8vo. 3s. 6d.

A Book of Strife, in the Form
of the Diary of an Old Soul

:

Poems. i2mo. 6s.

MA CFARREN(Sir G. A.)—Works
by.

Lectures on Harmony. 8vo. 12s.

Addresses and Lectures. Cr.
8vo. 6s. 6d.

MACLEOD (Henry D.)— Works
by.

The Elements of Banking.
Crown 8vo. §s.

The Theory and Practice of
Banking. Voi.L8vo.12j. Voi.11.14j.

The Theory of Credit. 8vo.
Vol. I. Js. 6d. ; Vol. II. Part I. 4s. 6d.

McCULLOCH.—-The Dictionary
OfCommerce and Commercial Navi-
gation of the late J. R. McCulloch.
8vo. with 11 Maps and 30 Charts, price

63s. cloth, or 70J. half-bound in russia.

McDOUGALL. — Memoirs of
Francis Thomas McDougall,
D.C.L. F.R.C.S. sometime Bishop
of Labuan and Sarawak, and of Harriette

his Wife. By her Brother, Charles J.
Bunyon. 8vo. 14J.

Mademoiselle Mori: a Tale of
Modem Rome. By the Author of * The
Atelier du Lys.' Crown 8vo. 2s. 6d.

MALMESBURY. — Memoirs of
an Ex-Minister. By the Earl of

Malmesbury. Crown 8vo. *]s. 6d.

MANUALS OF CATHOLIC
PHILOSOPHY {Stonyhurst

'

SeriesJ

:

Logic. By Richard F. Clarke, S.J.
Crown 8vo. 5^.

First Principles of Knowledge.
By John Rickaby, S.J. Crown 8vo. 5j-.

Moral Philosophy (Ethics and
Natural Law). By Joseph Rick-
aby, S.J. Crown 8vo. 5-r.

[Continued on next page.
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Manuals of Catholic Philosophy
{Stonyhurst Scries)—continued.

General Metaphysics. By John
Rickaby, S.J. Crown 8vo. 5^.

Natural Theology. By Bernard
Boedder, S.J. Crown 8vo. 6s. 6d.

[Nearly ready.

Psychology. By Michael Maher,
S.J. Crown 8vo. 6s. 6d. {Preparing.

MARTIN.—Navigation and Nau-
tical Astronomy. Compiled by
Staff-Commander W. R. Martin, R.N.
Royal 8vo. i8j.

MARTINEAU {James) — Works
by.

Hours of Thought on Sacred
Things. Two Volumes of Sermons.
2 vols, crown 8vo. *]s. 6d. each.

Endeavours after the Christian
Life. Discourses. Crown 8vo. *js. 6d.

The Seat of Authority in Re-
ligion. 8vo. 14J.

MATTHEWS (Brander)—Works
by.

Pen and Ink. Papers on Subjects
of More or Less Importance. Cr. 8vo. 5j.

A Family Tree ; and other Stories.

Crown 8vo. 6s.

MAUNDER'S TREASURIES.
Biographical Treasury. With

Supplement brought down to 1889, by
Rev. Jas. Wood. Fcp. 8vo. 6s.

Treasury of Natural History;
or, Popular Dictionary of Zoology. Fcp.

8vo. with 900 Woodcuts, 6s.

Treasury of Geography, Physical,
Historical, Descriptive, and Political.

With 7 Maps and 16 Plates. Fcp. 8vo. 6s.

Scientific and Literary Trea-
sury. Fcp. 8vo. 6s.

Historical Treasury: Outlines of
Universal History, Separate Histories of

all Nations. Fcp. 8vo. 6s.

Treasury of Knowledge and
Libraryof Reference. Comprising
an English Dictionary and Grammar,
Universal Gazetteer, Classical Dictionary,

Chronology, Law Dictionary, &c. Fcp.
8vo. 6s.

MAUNDER'S TREASURIES
continued.

The Treasury of Bible Know-
ledge. By the Rev. J. Ayre, M.A.
With 5 Maps, 15 Plates, and 300 Wood-
cuts. Fcp. 8vo. 6s.

The Treasury of Botany.
Edited by J. Lindley, F.R.S. and
T. Moore, F.L.S. With 274 Woodcuts
and 20 Steel Plates. 2 vols. fcp. 8vo. 12s.

MAXMULLER (E.)~Works by.

Selected Essays on Language,
Mythology and Religion. 2 vols.

crown 8vo. 16s.

Lectures on the Science of Lan-
guage. 2 vols, crown 8vo. 16s.

Three Lectures on the Science
Of Language and its place in General
Education. Crown 8vo. 2s.

India, What can it Teach Us ?
A Course of Lectures delivered before the

University of Cambridge. 8vo. 12s. 6d.

Hibbert Lectures on the Origin
and Growth of Religion, as

illustrated by the Religions of India.

Crown 8vo. 7.?. 6d.

Introduction to the Science of
Religion ; Four Lectures delivered at

the Royal Institution. Crown 8vo. Js. 6d.

Natural Religion. The Gifford
Lectures, delivered before the University

of Glasgow in 1888. Crown 8vo. 10s. 6d.

The Science ofThought. 8vo. 2 is.

Three Introductory Lectures on
the Science of Thought. 8vo.

2s. 6d.

Biographies of Words, and the
Home ofthe Aryas. Cr 8vo. ys.6d.

A Sanskrit Grammar for Be-
ginners. New and Abridged Edition.

By A. A. MacDonell. Crown 8vo. 6s.

MAY.—The Constitutional His-
tory Of England since the Accession

of George III. 1760-1870. By the Right

Hon. SirTHOMAsERSKiNEMAY, K.C.B.

3 vols, crown 8vo. iSs.

MEATH(TheEarlof)—Works by.

Social Arrows : Reprinted Articles

on various Social Subjects. Cr. 8vo. 5^.

Prosperity or Pauperism ? Phy-
sical, Industrial, and Technical Training.

(Edited by the Earl of Meath). 8vo. 5^.
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MELBOURNE.—Thz Melbourne
Papers : being a Selection from Docu-
ments in the possession of Earl Cowper,
K.G. Edited by Lloyd C. Sanders,
B.A. 8vo. i&r.

MELVILLE {G.J.
by. Crown 8vo.

is. 6d. each, cloth.

The Gladiators.

The Interpreter.

Good for Nothing.
The Queen's Maries.

Whyte)—Novels
is. each, boards

;

Holmby House.
Kate Coventry.

Digby Grand.
General Bounce.

MENDELSSOHN.—-The Letters
Of Felix Mendelssohn. Trans-
lated by Lady Wallace. 2 vols, crown
8vo. lay.

MERIVALE (The Very Rev. Chas.)

Works by.

History of the Romans under
the Empire. Cabinet Edition, 8 vols,

crown 8vo. 48^.

Popular Edition, 8 vols, crown 8vo. 3^. 6d.

each.

The Fall ofthe Roman Republic

:

a Short History of the Last Century of

the Commonwealth. i2mo. Js. 6d.

General History of Rome from
B.C. 753 tO A.D. 476. Cr. 8vo. fs. 6d.

The Roman Triumvirates. With
Maps. Fcp. 8vo. is. 6d.

MEYER.—Modern Theories of
Chemistry. By Professor Lothar
Meyer. Translated by P. Phillips
Bedson, F.C.S. ; and W. Carleton
Williams, F.C.S. 8vo. 18*.

MILL.—Analysis of the Pheno-
mena of the Human Mind.
By James Mill. 2 vols. 8vo. 28j.

MILL {John Stuart)—Works by.

Principles of Political Economy.
Library Edition, 2 vols. 8vo. 30J.

People's Edition, I vol. crown 8vo. $s.

A System of Logic. Cr. 8vo. 5s.

On Liberty. Crown 8vo. is. 4//.

On Representative Government.
Crown 8vo. 2s.

Utilitarianism. 8vo. 5s.

Examination of Sir William
Hamilton's Philosophy. 8vo.i6.r.

Nature, the Utility of Religion,
and Theism. Three Essays. 8vo. $s>

MILLER {IV. Allen)—Works by.

The Elements of Chemistry,
Theoretical and Practical. With Addi-
tions, by H. Macleod, F.C.S. 3vols.8vo.

Vol. I. Chemical Physics, 16s.

Vol. II. Inorganic Chemistry, 24s.

Vol. III. Organic Chemistry, 31J. 6d.

An Introduction to the Study
of Inorganic Chemistry, with 71
Woodcuts. Fcp. 8vo. $s. 6d.

MITCHELL.^A Manual of Prac-
tical Assaying. ByJohnMitchell.
Revised by W. Crookes. 8vo. Wood-
cuts, 31J. 6d.

MITCHELL. — Dissolution and
Evolution and the Science of
Medicine. By C.Pitfield Mitchell.
8vo. ids.

MOLESWORTH.—Marrying and
Giving in Marriage: a Novel.
By Mrs. Molesworth. Fcp. 8vo. 2s. 6d.

MOZLEY—The Word. By the Rev.
T. Mozley, Author of ' Reminiscences

of Oriel College and the Oxford Move-
ment. ' Crown 8vo. Js. 6d.

MULHALL.—History of Prices
since the Year 1850. By Michael
G. Mulhall. Crown 8vo. 6s.

MURCHISON{Chas.)—Works by.

A Treatise on the Continued
Fevers of Great Britain, with
numerous Illustrations. 8vo. 25^.

Clinical Lectures, on Diseases
of the Liver, Jaundice, and
Abdominal Dropsy. With 43
Illustrations. 8vo. 24-y.

MURDOCK.—The Reconstruc-
tion Of Europe : a Sketch of the

Diplomatic and Military History of

Continental Europe, from the Rise to the

Fall of the Second French Empire. By
Henry Murdock. Crown 8vo. gs.

MURRAY.—A Dangerous Cats-
paw: a Story. By David Christie
Murray and Henry Murray. Cr. 8vo.

2s. 6d.

MURRA K—Gobi or Shamo. By
G. G. A. Murray. Crown 8vo. 2s.

boards; 2s. 6d. cloth.
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MURRAY and HERMAN.—VIM
Dairies a Story. ByCHRiSTiEMuRRAY
and Henry Herman. Crown 8vo. 2s.

boards ; 2s. 6d. cloth.

NESBIT{E.)—Works by.

Lays and Legends. Cr. 8vo. $s.

Leaves of Life : Verses. Cr. 8vo. 5*.

NEWMAN—On the Diseases of
the Kidney Amenable to Sur-
gical Treatment. By David
Newman, M.D. 8vo. 16s.

NEWMAN {Cardinal)—-Works by.

Apologia pro Vita Sua. Crown
8vo. 6s.

The Idea of a University defined
and illustrated. Crown 8vo. 7*.

Historical Sketches. 3 vols.

crown 8vo. 6s. each.

The Arians of the Fourth Cen-
tury. Crown 8vo. 6s.

Select Treatises of St. Athan-
aSlUS in Controversy with the Arians.

Freely Translated. 2 vols. cr. 8vo. 15s.

Discussions and Arguments on
Various Subjects. Crown 8vo. 6s.

An Essay on the Development
of Christian Doctrine. Cr.8vo.6j.

Certain Difficulties felt by
Anglicans in Catholic Teach-
ing Considered. Vol. i, crown
8vo. Js. 6d. ; Vol. 2, crown 8vo. 5^. 6d.

The Via Media of the Anglican
Church, illustrated in Lectures, &c.
2 vols, crown 8vo. 6s. each.

'

Essays, Critical and Historical.
2 vols, crown 8vo. 12s.

Essays on Biblical and on Eccle-
siastical Miracles. Crown 8vo. 6s.

An Essay in Aid of a Grammar
of Assent, p. 6d.

Present Position of Catholics in

England. Crown 8vo. 7s. 6d.

Callista : a Tale of the Third Cen-
tury. Crown 8vo. 6s.

The Dream of Gerontius. i6mo.
6d. sewed, Ijr. cloth.

Verses on Various Occasions.
Crown 8vo. 6s.

NOBLE.—Hours with a Three-
inch Telescope. By Captain W.
Noble. With a Map of the Moon. Cr.
8vo. 4j. 6d.

NORR7S.—Mrs. Fenton : a Sketch.
By W. E. Norris. Crown 8vo. 6s.

NORTHCOTT. — Lathes and
Turning, Simple, Mechanical, and
Ornamental. By W. H. Northcott.
With 338 Illustrations. 8vo. i8j.

O'BRIEN—When we were Boys :

a Novel. By William O'Brien, M.P.
Crown 8vo. 6s.

OLIPHANT {Mrs.)—Novels by.

Madam. Cr. 8vo. is. bds. ; i*. 6d. cl.

In Trust.—Cr. 8vo. is. bds. ; is. 6d. cl.

Lady Car : the Sequel of a Life.

Crown 8vo. 2s. 6d.

OLIVER.—Astronomy for Ama-
teurs '. a Practical Manual of Telescopic
Research adapted to Moderate Instru-

ments. Edited by J. A. Westwood
Oliver. With several Illustrations.

Crown 8vo. 7-r. 6d.

OWEN—A Manual of Anatomy
for Senior Students. By Edmund
Owen, M.B. F.R.C.S. With 210
Illustrations. Crown 8vo. 12s. 6d.

PAGET {SirJames)—Works by.

Clinical Lectures and Essays.
Edited by F. Howard Marsh. 8vo. i$s.

Lectures on Surgical Patho-
logy. 8vo. with 131 Woodcuts, 21s.

PASTEUR.— Louis Pasteur, his

Life and Labours. By his Son-in-Law.
Translated from the French by Lady
Claud Hamilton. Crown 8vo. js. 6d.

PA YEN—Industrial Chemistry.
a Manual for Manufacturers and for Col-

leges or Technical Schools ; a Translation

of Payen's • Precis de Chimie Indus-

trielle.' Edited by B. H. Paul. With
698 Woodcuts. Medium 8vo. 42J,

PA YN {James)—Novels by.

The Luck of the Darrells. Cr.

8vo. is. boards ; is. 6d. cloth.

Thicker than Water. Crown 8vo.

is. boards ; 11. 6d. cloth.
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PENNELL. — Our Sentimental
Journey through France and
Italy. By Joseph and Elizabeth
Robins Pennell. With a Map and
1 20 Illustrations by Joseph Pennell.

Cr. 8vo. 6s.

PEERING (Sir Philip)—Works by.

Hard Knots in Shakespeare.
8vo. Js. 6d.

The ' Works and Days ' of
MoseS. Crown Svo. $s. 6d.

PH1LLIPPS- WOLLE Y. — Snap :

a Legend of the Lone Mountain. By C,

Phillipps-Wolley, Author of ' Sport in

the Crimea and Caucasus ' &c. Crown
8vo. 6s.

POLE.—The Theory of the Mo-
dern Scientific Game of
Whist. ByW. Pole, F.R.S. Fcp.
8vo. 2s. 6d.

PORTER.—The History of the
Corps of Royal Engineers.
By Major-General Whitworth Porter,
R. E. 2 vols. 8vo. 36J.

PRENDERGAST.—Ireland, from
the Restoration to the Revo-
lution, 1660-1690. By John P.

Prendergast. 8vo. 5s.

PROCTOR (R. A.)—Works by.

Old and New Astronomy. 12
Parts, 2s. 6d. each. Supplementary Sec-

tion, is. Complete in I vol. 4to. 36s.

[In course ofpublication.

The Orbs Around Us ; a Series of
Essays on the Moon and Planets, Meteors
and Comets. With Chart and Diagrams.
Crown 8vo. $s.

Other Worlds than Ours; The
Plurality of Worlds Studied under the
Light of Recent Scientific Researches.
With 14 Illustrations. Crown 8vo. $s.

The Moon ; her Motions, Aspects,
Scenery, and Physical Condition. With
Plates, Charts, Woodcuts, &c. Cr. Svo. $s.

Universe of Stars ; Presenting
Researches into and New Views respect-

ing the Constitution of the Heavens.
With 22 Charts and 22 Diagrams. 8vo.
10s. 6d.

PROCTOR (R. A.)-Works by—
continued.

Larger Star Atlas for the Library,
in 12 Circular Maps, with Introduction
and 2 Index Pages. Folio, \$s. or Maps
only, \2s. 6d.

The Student's Atlas. In Twelve
Circular Maps on a Uniform Projection

and one Scale. 8vo. $s.

New Star Atlas for the Library,
the School, and the Observatory, in 12
Circular Maps. Crown 8vo. 5j.

LightScience for Leisure Hours;
Familiar Essays on Scientific Subjects.

3 vols, crown 8vo. 5s. each.

Chance and Luck ; a Discussion of
the Laws of Luck, Coincidences, Wagers,
Lotteries, and the Fallacies of Gambling
&c. Crown 8vo. 2s. boards ; 2s. 6d. cloth.

Studies of Venus-Transits. With
7 Diagrams and 10 Plates. 8vo. $s.

How to Play Whist : with the
Laws and Etiquette of Whist.
Crown 8vo. 3-r. 6d.

Home Whist : an Easy Guide to
Correct Play. i6mo. is.

The Stars in their Seasons.
An Easy Guide to a Knowledge of the
Star Groups, in 12 Maps. Roy. 8vo. $s.

Star Primer. Showing the Starry
Sky Week by Week, in 24 Hourly Maps.
Crown 4to. 2s. 6d.

The Seasons Pictured in 48 Sun-
Views Ofthe Earth, and 24 Zodiacal
Maps, &c. Demy 4to. $s.

Strength and Happiness. With
9 Illustrations. Crown 8vo. $s.

Strength : How to get Strong and
keep Strong, with Chapters on Rowing
and Swimming, Fat, Age, and the

Waist. With 9 Illustrations. Crown
8vo. 2s.

Rough Ways Made Smooth.
Familiar Essays on Scientific Subjects.

Crown Svo. 5^.

Our Place Among Infinities. A
Series of Essays contrasting our Little

Abode in Space and Time with the Infi-

nities Around us. Crown 8vo. $s.

The Expanse of Heaven. Essays
on the Wonders of the Firmament. Crown
8vo. 5*.

[Continued on next page.
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PROCTOR (R. A.)—Works by—
continued.

The Great Pyramid, Observa-
tory, Tomb, and Temple.
With Illustrations. Crown 8vo. $s.

PleasantWays in Science. Crown
8vo. $s.

Myths and Marvels of Astro-
nomy. Crown 8vo. 5-r.

Nature Studies. By Grant Allen,
A. Wilson, T. Foster, E. Clodd, and
R. A. Proctor. Crown Svo. $s.

Leisure Readings. By E. Clodd,
A.Wilson, T. Foster, A. C. Ranyard,
and R. A. Proctor. Crown 8vo. 5^.

PROTHERO.—The Pioneers and
Progress of English Farming.
By Rowland E. Prothero. Cr. 8vo. 5-y.

PRYCE.—The Ancient British
Church '. an Historical Essay. By
John Pryce, M.A. Crown 8vo. 6s.

Quain's Elements of Anatomy.
Re-edited by Allen Thomson, M.D.
E. A. Schafer, F.R.S. andG. Dancer
Thane. With upwards of 1,000 Illus-

trations. 2 vols. 8vo. iSs. each.

QUAIN.—A Dictionary of Medi-
cine. By Various Writers. Edited by
R. Quain, M.D. F.R.S. &c. With 138
Woodcuts. Medium 8vo. 3U. 6d. cloth;

to be had also in 2 vols. 34J. cloth.

RA WLINSON—The History of
Phoenicia. By George Rawlin-
son, M.A. Canon of Canterbury, &c.
With numerous Illustrations. 8vo. 24J.

READER {Emily E.)—Works by.

Echoes of Thought : a Medley of
Verse. Fcp. 8vo. $s. cloth, gilt top.

The Ghost of Brankinshaw and
other Tales. With 9 Illustrations. Fcp.
8vo. 2s. 6d. cloth extra, gilt edges.

Voices from Flower-Land, in

Original Couplets. A Birthday-Book and
Language of Flowers. i6mo. is.6d. limp
cloth ; 2.s. 6d. roan, gilt edges, or in vege-

table vellum, gilt top.

Fairy Prince Foliow-my-Lead
;

or, the Magic Bracelet. Crown 8vo.

2.s. 6d. gilt edges ; or 3J. 6d. vegetable

vellum, gilt edges.

REEVE—Cookery and House-
keeping. By Mrs. Henry Reeve.
With 8 Plates and 37 Woodcuts. Cr.

8vo. 5-r.

RENDLE and NORMAN.—-The
Inns of Old Southwark, and
their Associations. ByWilliam Rendle,
F.R.C.S. and Philip Norman, F.S.A.
With numerous Illustrations. Roy.8vo.28i-.

Reply (A) to Dr. Lightfoot's
Essays. By the Author of 'Super-
natural Religion.' 1 vol. 8vo. 6s.

RIBOT.—The Psychology of At-
tention. By Th. Ribot. Crown
8vo. 3^.

RICH.—A Dictionary of Roman
and Greek Antiquities. With
2,000 Woodcuts. By A. Rich. Cr. 8vo.

js. 6d.

RICHARDSON {Dr. B. W.)—
Works by.

The Commonhealth : a Series of
Essays on Health and Felicity for Every-

Day Readers. Crown 8vo. 6s.

The Son of a Star : a Romance of
the Second Century. Crown Svo. 6s.

National Health. Abridged from
"The Health of Nations." A Review
of the Works of Sir Edwin Chadwick,
K.C.B. Crown 4s. 6d.

RILEK—Athos ; or, the Mountain
of the Monks. By Athelstan Riley,
M.A. F.R.G.S. WT

ith Map and 29
Illustrations. 8vo. 21s.

RIVERS {Thomas)—Works by.

The Orchard-House. With 25
Woodcuts. Crown 8vo. $s.

The Miniature Fruit Garden

;

or, the Culture of Pyramidal and Bush
Fruit Trees. With 32 Illustrations. Fcp.

8vo. 4^.

ROBERTS.—Greek the Lan-
guage of Christ and His
ApOStles. By Alexander Roberts,
D.D. 8vo. i8j.
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ROGET.—Thesaurus of English
Words and Phrases. Classified

and Arranged so as to facilitate the Ex-

pression oi Ideas. By Peter M. Roget.
Crown 8vo. ios. 6d.

RONALDS.—The Fly - Fisher's
Entomology. ByAlfred Ronalds.
With 20 Coloured Plates. 8vo. 14^.

RUSSELL.—A Life of Lord John
Russell (Earl Russell, K.G.).
By Spencer Walpole. With 2 Por-

traits. 2 vols. 8vo. 36*.

SARGANT — Urban Rating :

being an Inquiry into the Incidence of

Local Taxation in Towns, with Special

Reference to Current Proposals for

Change. By Charles Henry Sar-
gant. 8vo. 6j-.

SCHAFER.—The Essentials of
Histology, Descriptive and Practical.

By E. A. Schafer, F.R.S. With 281

Illustrations. 8vo. 6s. or Interleaved

with Drawing Paper, 8s. 6d.

SCHELLEN.— Spectrum Anal-
ysis in its Application to Terrestrial

Substances, and the Physical Constitu-

tion of the Heavenly Bodies. By Dr.

H. Schellen. With 14 Plates and
291 Woodcuts. 8vo. 3 1 s. 6d.

SCOTT.—Weather Charts and
Storm Warnings. By R. h.Scott,
F.R.S. With Illustrations. Cr. 8vo. 6s.

SEEBOHM {Frederick) — Works
by.

The Oxford Reformers—John
Colet, Erasmus, and Thomas
More ; a History of their Fellow-Work.
8vo. 14^.

The Era of the Protestant
Revolution. With Map. Fcp. 8vo.

2.S. 6d.

The English Village Commu-
nity Examined in its Relations to the
Manorial and Tribal Systems, &c, 13 Maps
and Plates. 8vo. \6s.

SENNETT—The Marine Steam
Engine

J
a Treatise for the use of

Engineering Students and Officers of the
Royal Navy. By Richard Sennett,
Engineer-in- Chief of the Royal Navy.
With 244 Illustrations. 8vo. 21s,

SEWELL.—Stories and Tales.
By Elizabeth M. Sewell. Crown 8vo
is. 6d. each, cloth plain; 2s. 6d. each,
cloth extra, gilt edges :

—
Amy Herbert.

The Earl's Daughter.
The Experience of Life.

A Glimpse of the World.
Cleve Hall.

Katharine Ashton.

Margaret Percival.

Laneton Parsonage.
Ursula.

Gertrude.

Ivors.

SHAKESPEARE. — Bowdler's
Family Shakespeare. 1 vol.

8vo. With 36 Woodcuts, 14J. or in

6 vols. fcp. 8vo. 2\s.

Outlines of the Life of Shake-
speare. By J. O. Halliwell-Phil-
lipps. 2 vols. Royal 8vo. £l. is.

Shakespeare's True Life. By
James Walter. With 500 Illustrations.

Imp. 8vo. 21s.

SHORT—Sketch of the History
of the Church of England
to the Revolution of 1688. By T. V.
Short, D.D. Crown 8vo. 7^. 6d.

SLINGO AND BROOKER.—
Electrical Engineering for
Electric Light Artisans and
Students, ^y W. Slingo and A.

Brooker. With 307 Illustrations. Cr.
8vo. ios. 6d.

SMITH {Gregory)--Fra Angelico,
and other Short Poems. By Gregory
Smith. Crown 8vo. 4-r. 6d.

SMITH {H F.)—The Handbook
for Midwives. By Henry Fly
Smith, With 41 Woodcuts. Cr. 8vo. $s.

SMITH {J. H)—The White Um-
brella in Mexico. By j. Hop*
kinson Smith. Fcp. 8vo. 6s. 6d.

SMITH {R. Bosworth)—Carthage
and the Carthagenians. By R.
Bosworth Smith, M.A. Maps, Plans,

&c. Crown 8vo. 6s.

SMITH {R. H)—Graphics ; or, The
Art of Calculation by Drawing Lines,

applied to Mathematics, Theoretical Me-
chanics, and Engineering, including the

Kinetics and Dynamics of Machinery,
&c. By Robert H. Smith.
Part I. Text, with separate Atlas of

Plates, 8vo. 15*
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SOUTHEK—ThePoeticalWorks
Of Robert Southey. With Por-

trait. Royal 8vo. 14-r.

STANLEY,—A Familiar History
Of Birds. By E. Stanley, D.D.
With 160 Woodcuts. Crown 8vo. y. 6d.

STEEL (/. #".)—Works by.

A Treatise on the Diseases of
the Dog" y being a Manual of Canine
Pathology. Especially adapted for the

Use of Veterinary Practitioners and
Students. 88 Illustrations. 8vo. 10s. 6d.

A Treatise on the Diseases of
the Ox

J
being a Manual of Bovine

Pathology specially adapted for the use

of Veterinary Practitioners and Students.

2 Plates and 117 Woodcuts. Svo. 15^.

STEPHEN.—Essays in Ecclesi-
astical Biography. By the Right

Hon. Sir J. Stephen. Cr. bvo. 7.5-. 6d.

STE VENSON(Robt.Lom's)—Works
by.

A Child's Garden of Verses.
Small fcp. 8vo. 5^.

The Dynamiter. Fcp. 8vo. is. swd.
ij-. 6d. cloth.

Strange Case of Dr. Jekyll and
Mr. Hyde. Fcp. Svo. is. swd.;
is. 6d. cloth.

STEVENSON and OSBOURNE.
The Wrong BOX. By Robert
Louis Stevenson and Lloyd Os-
kourne. Crown 8vo. $s,

STOCK—Deductive Logic. By
St. George Stock. Fcp. 8vo. 3s. 6d.

'STONEHENGE.'—Thz Dog in

Health and Disease. By
'Stonehenge.' With 84 Wood En-
gravings. Square crown Svo. fs. 6d.

STONEY—The Theory of the
Stresses on Girders and
Similar Structures. By Bindon
B. Stoney, LL.D. F.R.S. M.I.C.E.
With 5 Plates and 143 Illustrations.

Royal 8vo. 36s.

SULL Y (fames)—Works by.

Outlines of Psychology, with
Special Reference to the Theory of Edu-
cation. 8vo. 1 2s. 6d.

The Teacher's Handbook of
Psychology, on the Basis of « Out-
lines of Psychology.' Cr. 8vo. 6s. 6d.

Supernatural Religion ; an In-
quiry into the Reality of Divine Reve-
lation. 3 vols. 8vo. 36s.

SWINBURNE.—Picture Logic;
an Attempt to Popularise the Science of
Reasoning. By A. J. Swinburne, B.A.
Post 8vo. 5*.

THOMPSON (D. Greenleaf)—
Works by.

The Problem of Evil : an Intro-
duction to the Practical Sciences. 8vo.

10s. 6d.

A System of Psychology. 2 vols.

8vo. 36s.

The Religious Sentiments of
the Human Mind. 8vo. 7s. 6d.

Social Progress: an Essay. 8vo.

Js. 6d.

THORPE.—A Dictionary of Ap-
plied Chemistry. By T. E.

Thorpe, B.Sc. (Vict.) Ph.D. F.R.S.
Assisted by Eminent Contributors. 3
vols. £2. 2s. each.

[ Vol. I. now ready.

Three in Norway. By Two of

Them. With a Map and 59 Illustra-

tions. Cr. 8vo. 2s. boards ; 2s. 6d. cloth.

Times and Days : being Essays in

Romance and History. Fcp. 8vo. $s.

TOMSON—The Bird Bride: a
Volume of Ballads and Sonnets. By
Graham R. Tomson. Fcp. 8vo. 6s.

Toxar : a Romance. By the Author
of 4 Thoth.' Crown 8vo.
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TREVELYAN (Sir G. O. Bart.)

Works by.

The Life and Letters of Lord
Macaulay.

Popular Edition, i vol. cr. %vo.2s.6d.

Student's Edition, i vol. cr. 8vo. 6s.

Cabinet Edition, 2 vols. cr. 8vo. 12s.

Library Edition, 2 vols. 8vo. 36*.

The Early History of Charles
James FOX. Library Edition, 8vo.

1

8

s. Cabinet Edition, crown 8vo. 6s.

TROLLOPE(Anthony)—Novels by.

TheWarden. Crown 8vo.i.f.boards;
is. 6d. cloth.

Barchester Towers. Crown 8vo.
is, boards ; is, 6d. cloth.

T WELLS. — Colloquies on
Preaching. By the Rev. H.
Twells, INI. A. Crown 8vo. $s.

TYNDALL (John)—Works by.

Fragments of Science. 2 vols.

crown 8vo. \6s.

Heat a Mode of Motion. Cr. 8vo.

1 2s.

Sound. With 204 Woodcuts
Crown 8vo. 10s. 6d.

Researches on Diamagnetism
and Magne-Crystallic Action.
With 8 Plates and numerous Illustrations.

Crown 8vo. 12s.

Essays on the Floating-Matter
Of the .Air in relation to Putrefaction

and Infection. With 24 Woodcuts.
Crown 8vo. *js. 6d.

Lectures on Light, delivered in

America in 1872 and 1873. With 57
Diagrams. Crown 8vo. 5-r.

Lessons in Electricity at the
Royal Institution, 1875-76.
With 58 Woodcuts. Crown 8vo. 2s. 6d.

Notes of a Course of Seven
Lectures on Electrical Phe-
nomena and Theories. Crown
8vo. is. sewed, is. 6d. cloth.

TYNDALL (John)—Works by—
continued.

Notes of a Course of Nine Lec-
tures On Light. Crown 8vo. is.

sewed, is. 6d. cloth.

Faraday as a Discoverer. Fcp.
8vo. 3^. 6d,

UNWLN.—The Testing of Mate-
rials Of Construction: a Text-
Book for the Engineering Laboratory.
By W.CawthorneUnwin,F.R.S. With
5 Plates and 141 Woodcuts. 8vo. 21s.

VIGNOLES.-The Life of C. B.
VignoleS, F.R.S. Soldier and Civil

Engineer. By his Son, Olinthus J.
Vignoles, M.A. 8vo. 16s.

VLLLE.—On Artificial Manures,
their Chemical Selection and Scientific

Application to Agriculture. By Georges
Ville. Translated and edited by W.
Crookes. With 31 Plates. 8vo. 21s.

V7EGLL.—Pub\i Vergili Maronis
Bucolica, Georgica, iEneis

;

the Works of Virgil, Latin Text, with
English Commentary and Index. By

• B. H. Kennedy, D.D. Cr. 8vo. 10s. 6d.

The JEneid of Virgil. Translated
into English Verse. By John Coning-
ton, M.A. Crown 8vo. 6s.

The Poems of Virgil. Translated
into English Prose. By John Coning-
ton, M.A. Crown 8vo. 6s.

WALKER,—The Correct Card;
or, How to Play at Whist ; a Whist
Catechism. By Major A. Campbell-
Walker, F.R.G.S. Fcp. 8vo. 2s. 6d.

WALPOLE.—History of England
from the Conclusion of the
Great War in 1815 to 1858.
By SpencerWalpole. Library Edition.

5 vols. 8vo. £^. 10s. Cabinet Edition.

5 vols, crown 8vo. 6s. each.

WATERS.—Parish Registers in

England : their History and Contents.

By R. E. Chester Waters, B.A.
8vo. 5-r.
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WATTS' Dictionaryof Chemistry
Revised and entirely Re-written by H.
Forster Morley, M.A. D.Sc. ; and
M. M. Pattison Muir, M.A. F.R.S.E.
Assisted by Eminent Contributors. To
be published in 4 vols. 8vo. Vols. I. & II.

A—Indigo. 42s. each.

WEBB.—Celestial Objects for
Common Telescopes. By the

Rev. T. W. Webb. Crown 8vo. gs.

WELLINGTON — Lite of the
Duke of Wellington. By the

Rev. G. R. Gleig, M.A. Cr. 8vo. y. 6d.

WELLS. — Recent Economic
Changes and their Effect on the Pro-

duction and Distribution of Wealth and
the Well-being of Society. By David A.
Wells, LL.D. D.C.L. late United States

Special Commissioner of Revenue, &c.

Crown 8vo. ios. 6d.

WENDT.—Papers on Maritime
Legislation, with a Translation of

the German Mercantile Laws relating to

Maritime Commerce. By Ernest Emil
Wendt, D.C.L. Royal 8vo. £1. lis. 6d.

WEST {Charles)—Works by.

Lectures on the Diseases of In-

fancy and Childhood. 8vo. iSs.

The Mother's Manual of Chil-

dren's Diseases. Cr. 8vo. 2s. 6d.

WE YMAN.—-The House of the
Wolf: a Romance. By Stanley J.

Weyman. Crown 8vo. 6s.

WHATEL Y{E.Jane)—Works by.

English Synonyms. Edited by R.
Whately, D.D. Fcp. 8vo. 3^.

Life and Correspondence of

Richard Whately, D.D. late

Archbishop of Dublin. With Portrait.

Crown 8vo. ios. 6d.

WHATELY {Archbishop)—Works
by.

Elements of Logic. Cr. 8vo. 4s. 6d.

Elements of Rhetoric. Crown
8vo. 45-. 6d.

Lessons on Reasoning. Fcp. 8vo.

is. 6d.

Bacon's Essays, with Annotations.
8vo. icw. 6d.

WILCOCKS.-The Sea Fisher-
man. Comprising the Chief Methods ot

Hook and Line Fishing in the British and
other Seas, and Remarks on Nets, Boats,

and Boating. By J. C. Wilcocks.
Profusely Illustrated. Crown 8vo. 6s.

WILKS.—Lectures on Patholog-
ical Anatomy. By Samuel Wilks,
M.D. F.R.S. and the late Walter
Moxon, M.D. F.R.C.P. Svo. i%s.

WILLIAMS.— Pulmonary Con-
sumption ; its Etiology, Pathology,
and Treatment. By C. J. B. Williams,
M.D. and Chas. Theodore Williams,
M.A. M.D. Oxon. With 4 Coloured
Plates and 10 Woodcuts. 8vo. 16s.

WILLIAMS.-Manual of Tele-
graphy. By W. Williams, Superin-

tendent of Indian Government Telegraphs.
Illustrated by 93 Engravings. 8vo. 10^.6^.

WILLIAMS.—The Land of My
Fathers I a Story of Life in Wales.
By T. Marchant Williams. Cr. 8vo.

2.s. 6d.

WILLICH—Popular Tables for

giving Information for ascertaining the

value of Lifehold, Leasehold, and Church
Property, the Public Funds, &c. By
Charles M. Willich. Edited by
H. Bence Jones. Crown 8vo. ios. 6d.

WILLOUGHB Y. — East Africa
and itS Big Game. The Narra-

tive of a Sporting Trip from Zanzibar to

the Borders of the Masai. By Capt. Sir

John C. Willoughby, Bart. Illus-

trated by G. D. Giles and Mrs. Gordon
Hake. Royal 8vo. 21s.

WILSON—A Manual of Health-
Science. Adapted for Use in Schools.

By Andrew Wilson, F.R.S.E. F.L.S.

&c. With 74 Illustrations. Cr.8vo. 2s.6d.

WITT {Prof.)-Works by. Trans-
lated by Frances Younghusband.

The Trojan War. Crown 8vo. zs.

Myths of Hellas; or, Greek Tales.

Crown 8vo. 3-r. 6d.

The Wanderings of Ulysses.
Crown 8vo. 3-r. 6d.
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WOLFF.—Ambits in the Black
Forest. By Henry W. Wolff.
Crown 8vo. ys. 6d.

WOOD {Rev. J. G.)—Works by.

Hcures Without Hands; a De-
scription of the Habitations of Animals,
classed according to the Principle of Con-
struction. With 140 Illustrations. 8vo.

lew. 6a.

Insects at Home ; a Popular
Account of British Insects, their Struc-

ture, Habits, and Transformations. With
700 Illustrations. 8vo. iar. 6d.

Insects Abroad ; a Popular Account
of Foreign Insects, their Structure,

Habits, and Transformations. With
600 Illustrations. 8vo. 10s. 6d.

Bible Animals ; a Description of
every Living Creature mentioned in the

Scriptures. With 112 Illustrations. 8vo.

10s. 6d.

Strange Dwellings ; a Description
of the Habitations of Animals, abridged

from ' Homes without Hands. ' With
60 Illustrations. Crown 8vo.

2>
s - 6d.

Out of Doors ; a Selection of
Original Articles on Practical Natural
History. With II Illustrations. Crown
8vo. 3J. 6d.

Petland Revisited. With 33
Illustrations. Crown 8vo. 3-r. 6d.

The following books are extracted from the

foregoing works by the Rev. J. G. Wood :

Social Habitations and Parasitic
NeStS. With 18 Illustrations. Crown
8vo. 2.S.

The Branch Builders. With 28
Illustrations. Crown 8vo. 2.s. 6d.

Wild Animals of the Bible.
With 29 Illustrations. Crown 8vo. 3^. 6d.

Domestic Animals of the Bible.
With 23 Illustrations. Crown 8vo. 3^. 6d.

Bird-Life of the Bible. With 32
Illustrations. Crown 8vo. 3-r. 6d.

WOOD {Rev. J. a)—Works by-
continued.

Wonderful Nests. With 30 Illus-
trations. Crown 8vo. y. 6d.

Homes under the Ground. With
28 Illustrations. Crown 8vo. $s. 6d.

YOUATT {William)—Works by.

The Horse. Revised and enlarged.
8vo. Woodcuts, Is. 6d.

The Dog. Revised and enlarged.
8vo. Woodcuts. 6s.

YOUNGHUSBAND {Frances)—
Works by.

The Story of our Lord, told
in Simple Language for
Children.' With 25 Illustrations on
Wood from Pictures by the Old Masters.

Crown 8vo. 2s. 6d.

The Story of Genesis. Crown 8vo
2s. 6d.

ZELLER {Dr. E.)—Works by.

History of Eclecticism in Greek
Philosophy. Translated by Sarah
F. Alleyne. Crown 8vo. ios. 6d.

The Stoics, Epicureans, and
Sceptics. Translated by the Rev.
O. J. Reichel, M.A. Crown 8vo. i$s.

Socrates and the Socratic
Schools. Translated by the Rev. O.

J. Reichel, M.A. Crown 8vo. ios. 6d.

Plato and the Older Academy.
Translated by Sarah F. Alleyne and
Alfred Goodwin, B.A. Crown 8vo.

iSs.

The Pre-Socratic Schools : a His-
tory of Greek Philosophy from the Earliest

Period to the time of Socrates. Trans-
lated by Sarah F. Alleyne. 2 vols,

crown 8vo. 30J.

Outlines of the History of
Greek Philosophy. Translated

by Sarah F. Alleyne and Evelyn
Abbott. Crown 8vo. ios. 6d.
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